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PREFACE.

AT a period when Music is more and more extensively

cultivated, as a branch of polite knowledge, as a powerful

aid in the exercises of devotion, and as a rational and

elegant recreation in social and domestic life, a work

like the present appears to be called for. Dr. Burney's

History of Music, from its magnitude, is not calculated

for general use, and, moreover, does not embrace the

last half century, a most eventful and interesting

period of the art. A work upon the plan of Dr.

Burney's, the fruit of similar learning and research,

equally attractive in its style, and better proportioned in

the relative extent of its different parts, would be most

welcome to those who are inclined to enter deeply into

the study of musical history and antiquities. The minute

details, however, which such a work must necessarily

contain, would have little interest for a numerous and

daily increasing description of readers, whose taste for the

art leads them to desire a general knowledge, not only

of its present state among ourselves, but of its history

in other times and countries.

It is for this class of readers that the present work is

intended. The author's object is to give that informa-

tion respecting the progress of Music, the personal his-

tory of the most eminent Musicians, and the present

state of the art in this and other countries, which is now

looked upon as indispensable to every person of liberal
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attainments. He has endeavoured to use simple and

perspicuous language, avoiding technical phraseology
and abstruse discussions

; these, in truth, being wholly

unnecessary in treating of Music, not as an intricate

science, but as one of the most beautiful of the Fine Arts.

He has entered, as fully as the plan of a concise and

popular work would admit of, into an examination of the

works of the great masters
; endeavouring to illustrate

those principles of criticism which are the foundation of

sound judgments on musical subjects. His opinions, he

knows, are not always in accordance with those which

have been advanced by critics superior to himself 5
and

he is very far from having any overweening confidence in

his own infallibility. He may have taken narrow views,

or (like many of his betters,) may have been sometimes

blinded by prejudice. But his opinions have been

carefully formed; and any errors that may be laid to

their charge are certainly not the result of wilful per

version of judgment.

The following pages contain a view of the state of

music among the ancients; an account of its revival in

the middle ages ;
and a history of its progress in Italy,

Germany, France, and England, down to the present

time. It embraces biographical sketches of the greatest

musicians, (the lives of many of whom are full of

interest,) and critical remarks on their productions.

It is hardly necessary to say, that the same minute-

ness of historical detail cannot be expected in this as in

a larger work. But, in taking a general survey of the

art, the Author's object has been to select its most

prominent and important features; and he believes he
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has omitted very few musicians whose labours have

materially influenced its progress.

On one interesting topic he has not touched, further

than in the way of incidental remark. This is the

national, or traditional music of different countries. But

this, as yet, is more a matter of inquiry and speculation

than of history. Before a history of national music can

be written, multitudes of volumes, unconnected with

the subject of music, must be ransacked
;
and even then

the materials will be meagre and unsatisfactory. Tra-

vellers are seldom sufficiently versed in music to collect

and note down accurately the melodies, or to describe

distinctly the musical instruments, and the modes of

vocal and instrumental performance, of the countries

they visit. A historian of national music must not

only spend years in collecting and digesting the frag-

ments of information scattered through innumerable

volumes, but, like another Burney, only on a much

more extensive scale, must make a series of " Musical

Tours" through the remotest regions of the earth.
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MUSICAL HISTORY.

CHAPTER I.

THE MUSIC OF THE ANCIENTS. MUSIC OF THE HEBREWS
THE EGYPTIANS THE GREEKS THE ROMANS.

Music, though now a very complex and difficult art, is,

in truth, a gift of the Author of Nature to the whole

human race. Its existence and influence are to be

traced in the records of every people from the earliest

ages, and are perceptible, at the present time, in every

quarter of the globe. It is a part of the benevolent

order of Providence, that we are capable of receiving
from the objects around us, pleasures independent of

the immediate purposes for which they have been created.

Our eyes do not merely enable us to see external things,

so as to avail ourselves of their useful properties ; they
enable us also to enjoy the delight produced by the per-

ception of beauty, a perception which (upon whatever

principle it may be explained,) is something distinct

from any consideration of the mere utility of an object.

We could have had the most accurate perceptions of the

form and position of everything that constitutes the_,

most beautiful landscape, without receiving any idea of

its beauty. We could have beheld the sun setting amid
the glowing tints of a summer evening, without think-

ing of anything beyond the advantage of serene weather
;

we might have contemplated the glassy expanse of the

ocean reflecting the tranquil beams of the moon, with-

B
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out any other feeling than the comfort of a safe and

easy navigation ;
and the varieties of hill and dale, of

shady woods and luxuriant verdure, might have been

pleasant only in the eyes of farmers or graziers. We
could, too, have listened to sounds with equal indifference

to everything beyond the mere information they con-

veyed to us; and the sighing of the breeze, or the

murmuring of the brook, while we learned from them

nothing of which we could avail ourselves, might have

been heard without pleasure. It is evident that the

perception of external things, for the mere purpose of

making use of them, has no connexion with the feeling

of their beauty j
and that our Creator, therefore, has

bestowed on us this additional feeling, for the purpose of

augmenting our happiness. Had he not had this

design, he might have left us without the sense of beauty
or deformity.

"
If God," says Paley,

" had wished our

misery, he might have made sure of his purpose by

forming our senses to be as many sores and pains to us

as they are now instruments of our gratification and

enjoyment; or by placing us among objects so ill suited

to our perceptions, as to have continually offended us,

instead of ministering to our refreshment and delight.

He might have made, for instance, everything we saw

loathsome, everything we touched a sting, and every

sound a discord."

In place of every sound being a discord, the greatest

part of the sounds which we hear are more or less

agreeable to us. The infinite variety of sounds pro-

duced by the winds and waters, the cries of animals,

the notes of birds, and, above all, the tones of the

human voice, all affect us with various kinds and degrees

of pleasure; and, in general, it may be said, that it is

such sounds as indicate something to be feared and

avoided, such as the howling of wild beasts, or the
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hissing of serpents, that are positively painful to our

ears. In this sense, all nature may be said to be full

of music
;
the disagreeable and discordant sounds being

(as in artificial music,) in such proportion only as to

heighten the pleasure derived from those which are

agreeable. The human voice is that which pleases us

chiefly, and affects us most powerfully. Its natural

tones and accents are calculated to penetrate the heart

of the listener
;
and the union of these to articulate

speech, in every language, not only produces a melody
which pleases the ear, but an effect on the feelings, of

which the mere words would be incapable. These

natural tones of the voice, either by themselves, or

joined to articulate language, constitute music in its

simplest state
j
and the pleasures and feelings derived

from such music must necessarily have existed in every
form of society.

The history of Music, therefore, is coeval with the his-

tory of our species. In the earlier ages of the world, of the

music of which no remains have descended to the present

times, its history must be gleaned from ancient literature
;

and the scanty lights thus afforded, must be aided, (as

far as possible,) by conjectures derived from the state

of music in those rude and primitive stages of society

which come under our own observation. Volumes

upon volumes have been written upon the music of the

ancients, full of learned research and ingenious specula-

tion
;

but the results have by no means repaid the

labour. From these works, a good deal of information

may be acquired respecting the customs and manners of

the ancients
j

but they hardly contain a single fact

which can be of any use to the practical musician of the

present day, or to those dilettanti who prosecute musical

inquiries from a love of the art as it now exists.

Without reference to historical details of any sort, it

B 2
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may be concluded, from the existence of music in every

state of society, at the present day, that it also existed

in the earliest ages of the world. We find that the

music of uncultivated tribes, and the music which, in

civilized nations, has descended from their rude ancestors,

though presenting many varieties, arising from the

character of the people, the genius of their language,
and other causes, has yet a strong general resemblance.

By analyzing the simple melodies found among the

common people of Scotland, Ireland, France, and

other parts of Europe, and in Hindostan, Persia, the

Islands of the Indian Ocean, Africa, and even China, it

is discovered that these melodies are formed upon a

certain scale, or series of sounds, which, therefore, is

dictated and rendered agreeable to our ears by an

original law of nature
;
and this scale, too, is substan-

tially the same as that on which the most artificial music

of the present day is founded, the latter being only

rendered more extensive and complete. It cannot, then,

be doubted, that, in the most ancient times, there ex-

isted melodies founded on a similar scale, and possessing
similar characters to the national music of the present

day: and it may reasonably be supposed, that the

strains, for example, of the shepherds and herdsmen of

the patriarchal ages, whose manners are so beautifully

described in Holy Writ, were nearly akin to the un-

tutored lays which are found to express the loves and

griefs of the present pastoral inhabitants of similar

regions.

The most ancient notices of music are to be found in

the Bible. The invention of musical instruments is

ascribed, in the Book of Genesis, to Jubal, who is men-

tioned as being the " father of such as handle the harp
and organ." The invention of instruments at this early

age of the world implies the previous existence of vocal
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music-, for instruments have always been devised for

the purpose of imitating the melodious accents of the

human voice. What was the nature of the instr-"" "*s

invented by Jubal, can only be matter of conjecture ;
for

the words "
harp and organ," used in our translation of

the Scriptures, are not to be held as meaning the instru-

ments now known by these names. The translators of

the Bible into modern languages, knowing nothing of

the instruments used among the Hebrews, seem to have

employed the names of modern instruments almost at

random, in this as well as other places. In the French

translation of this passage, the words "
le violon et les

orgues" are found; and in the CLth
Psalm, where

there is an enumeration of the instruments then in use

among the Hebrews, the French translators have again

used the word "
violon," though there is not the

slightest reason for supposing that any instrument at

all analogous to the violin was known prior to the middle

ages.

That the Hebrews were a very musical people, appears

from every part of the Old Testament; music being

mentioned as forming a part of all their religious rites

and ceremonies, and as being used on all festive occa-

sions, whether public or private. During the reigns of

David and Solomon, the most splendid period in Jewish

history, this art seems to have been at its height among
that people. David was himself a musician; and his

inspired lyrics, the Psalms, were set to music for the

purpose of being performed by "the chief musician,"

and the band or orchestra under his direction, which

consisted of numerous singing men and singing women,
and players upon different instruments. Of these instru-

ments nothing more is known, than that some of them had

strings, seemingly on the principle of the modern harp;
that others were of the nature of horns, or trumpets ;

and
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that others were beaten, like cymbals. As to the music

itself, it probably resembled very much the rude, but

frequently grand and imposing music still to be heard in

various parts of the East, consisting of a very simple
strain or melody, adapted to the enunciation of a long

poem, sung by a single voice, intermixed with chorusses

in the unison or octave, and accompanied in a similar

manner by instruments. During the period of their

national prosperity, the Hebrews appear to have excelled

their contemporaries in music, as in other arts
; for, in the

beautiful lamentation composed on the Babylonian cap-

tivity, (the cxxxvnth
Psalm,) the captives are described

as being importuned by their oppressors to entertain

them with the "
Songs of Sion."

" For they that led

us away captives required of us a song, and melody in

our heaviness, saying, Sing us one of the songs of Sion,

How shall we sing the Lord's song in a strange land ?

If I forget thee, O Jerusalem, let my right hand forget

her cunning !" Though the Hebrew people were after-

wards restored to their country, yet their subsequent

history is that of a continual decline, down to their

total destruction as a nation, and affords no materials

whatever for throwing light on the state of their

music.

That music was cultivated by some of the nations by
whom the Jewish power was overthrown, particularly

among the Chaldeans, appears from different passages
in the sacred writers. Daniel describes the musical

establishment at the court of Nebuchadnezzar as being

magnificent, and as comprehending the different instru-

ments in use among the Hebrews. For their music and

instruments, the Chaldeans were probably indebted to

their captives. But there is one people, the Egyptians,

among whom music, like other arts and sciences, seems

to have flourished in the most remote ages, and in a
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degree far surpassing anything to which they afterwards

arrived in other parts of the ancient world.

This wonderful people were formed into a powerful

kingdom, at a period when the ancestors of the Jews

were confined to the single family of Jacob. Even then,

they appear, from the Book of Genesis, to have been far

advanced in civilization
5 possessed, of course, of music,

as well as those arts which belong more exclusively to

polished life. By the concurring testimony of Greek

writers, music was cultivated in Egypt from the most

distant times to which their records ascend. From
these writers, however, we learn nothing more than the

fact, that music was cultivated, and that the Greeks

derived from the Egyptians many of their musical

instruments. But there still exist some pieces of

Egyptian antiquity, from which it may be inferred that

the music of that country must have been, like other

arts, in a great measure lost, before it began to be culti-

vated by the Greeks.

One of these is an Egyptian pillar, brought to Rome

by Augustus, and still to be seen there, where it is

known by the name of the guglia rotta. On this pillar,

(which is supposed by the most learned antiquaries, to

have been erected by Sesostris several centuries before

the Trojan war,) there is a representation of a musical

instrument of two strings, and having a neck somewhat

resembling the modern lute. Now, the contrivance of

giving to stringed instruments a neck, or finger-board,

by which one string can be made to produce a series of

notes by the pressure of the different fingers, was totally

unknown to the Greeks
;
and this method of increasing

the powers of stringed instruments was one of the cir-

cumstances which contributed most essentially to the

advancement of modern music. The possession, by the

Egyptians, of this most important expedient, and its
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being unknown to the Greeks, would lead to the in-

ference, that, as the Egyptians had an instrument so

much more perfect than any of those known to the

Greeks, they possessed a kind of music corresponding
to the superior powers of this instrument.

Another piece of Egyptian antiquity was discovered

by Mr. Bruce, and is minutely described by him in a

letter to Dr. Burney. It is a drawing of a musical

instrument, in an ancient sepulchre adjoining to the

ruins of Thebes. After describing the sepulchre, and

its indications of a very remote antiquity, Mr. Bruce

gives an account of the picture in the following remark-

able terms :

" At the end of the passage on the left

hand, is the picture of a man playing upon the harp,

painted in fresco, and quite entire. He is clad in a habit

made like a shirt, such as the women still wear in

Abyssinia, and the men in Nubia. This seems to be

white linen or muslin, with narrow stripes of red. It

reaches down to his ancles
;
his feet are without sandals,

and bare
;
his neck and arms are also bare

;
his loose

wide sleeves are gathered above the elbows
j

his head is

close shaved; he seems a corpulent man, and about fifty

years of age, in colour, rather of the darkest for an

Egyptian. To guess by the detail of the figure, the

painter should have had about the same degree of merit

with a good sign-painter in Europe ; yet he has repre-

sented the action of the musician in a manner never to

be mistaken. His left hand seems employed in the

upper part of the instrument among the notes in alto,

as if in an arpeggio; while, stooping forwards, he seems

with his right hand to be beginning with the lowest

string, and promising to ascend with the most rapid

execution
;

this action so obviously rendered by an in-

different artist, shows that it was a common one in his

time, or in other words, that great hands were then



MUSIC OF THE EGYPTIANS.

frequent, and consequently, that music was well under-

stood, and diligently followed." Mr. Bruce then goes

on, at greater length than is necessary for our purpose,

to describe the construction of the instrument, and

accompanies his description with a figure of the harp.

According to his representation, it closely resembles the

harp of the present day, and is as elegant in form, and

rich in ornament, as those which are seen in our drawing-
rooms. Taken in proportion with the size of the per-

former, it must have been, according to Mr. Bruce,

about six feet and a half in height, with thirteen strings,

which must not only, from its size, have afforded power-
ful tones, but a scale of considerable extent. Mr. Bruce

concludes his letter with the following observations :

" This harp overturns all the accounts of the earliest

state of ancient music and instruments in Egypt; and

is altogether, in its form, ornaments, and compass, an

incontestable proof, stronger than a thousand Greek

quotations, that geometry, drawing, mechanics, and

music, were at the greatest perfection when the harp was

made, and that what we think, in Egypt, was the in-

vention of arts, was only the beginning of the era of

their restoration."

In the same letter, Mr. Bruce mentions another

ancient harp, which is represented on a basso-relievo at

Ptolemais, a city built by Ptolemy Philadelphus. It has

fifteen strings ;
from which circumstance, and from

. there being no harp with so many strings found in any
remains of Grecian sculpture, Mr. Bruce concludes that

it, like the other, is Egyptian; a conclusion which is

strengthened by the place where its representation was

found.

Whatever was the splendour of the Egyptian mon-

archy, and the state of the arts and sciences among
the people, in ages of which nothing is known, it appears
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that this splendour had decayed, and those arts and

sciences had been lost, before any Grecian author, whose

writings are extant, had acquired any personal knowledge
of that country. The earliest Greek writers who
describe the pyramids, and other monuments of an-

tiquity, seem to have been as ignorant of their history

and origin, as we are at this day; and everything that

they say, conveys the impression of a country full of the

wrecks of a more elevated state of society. Though,

therefore, the Greeks admit that, in the earlier periods

of their own history, they borrowed largely from the

arts and sciences of the Egyptians, it is probable that,

even in that remote period, the decay of Egypt had

begun, and that there no longer existed that music, and

those instruments, which they had formerly possessed.

Egypt, during the whole period of its authentic history,

was in a state of gradual decline
;

till at last, under the

dominion of Alexander the Great, its arts and sciences,

and even its language, were Grecian
;

thus receiving

back from the Greeks, a portion of that which, in the

days of its own glory, it had bestowed upon them.

The Greeks are the people of antiquity, whose music

has attracted the largest share of attention among the

moderns. During the whole period of their history,

they considered music as an art of great dignity and

importance, and cultivated it with the utmost assiduity.

Its practice formed an essential part of education among
the higher ranks, to whom, indeed, it was in a great

measure confined
;
and its theory occupied the attention

of the most distinguished men of science, several of

whose writings on the subject are still extant.

It might, therefore, have been expected that our know-

ledge of Grecian music should be considerable. But in

truth, it is quite the reverse
;
and neither the contents

of the ancient writings, nor the multifarious researches
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and speculations of modern inquirers, give us any idea

of what the Greek music really was. Nor is this so

surprising as it would at first appear. The music of a

country can be handed down to a remote posterity only

by the preservation of actual compositions, by means

of a notation which is not merely adequate to express

the sounds with distinctness, but continues to be intel-

ligible. Now, all that remains of this music, consists of

two or three small fragments, expressed by a notation,

the manner of interpreting which is far from being fully

understood.

As to the scientific treatises which we still possess,

though they profess to be on the subject of music, yet

(with very slight exceptions) they have little to do with

it as a practical art. They are, in fact, treatises on that

branch of Natural Philosophy, which is termed acoustics
;

and are calculated to throw no more light on the art of

music as then practised, than could be gained at the

present day, from the Harmonics of Smith, or the

Acoustics of Chladni, works, which, in their objects,

correspond precisely to the musical writings of Aristo-

xenus and Euclid. The object of these writers, both

ancient and modern, is to obtain an accurate division of

the intervals of the scale by means of calculations, de-

duced from the vibrations of sonorous bodies
;
and the

only result from these calculations, which can at all be

beneficial to practical music, may be a more perfect method

of tuning certain instruments. But the modern writings
in which these descriptions are found, do not contain a

syllable, which in after-times would give the slightest

idea of the music which is now practised among us
;

and precisely similar is the case with the writings of

antiquity. Some treatises, indeed, there are, which are

somewhat of a practical nature
; explaining the mode of

notation, and even giving something like rules for com-
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position : but the want of a body of music, by which

these rules might be illustrated, renders them now un-

intelligible and useless. All that we learn from these

writings, and from the attempts of modern commentators,

is, that we know next to nothing of the matter, in so far

as the value of the Greek music is concerned
; though

we obtain a good deal of information respecting the

extent to which its practice was carried, and its influence

on society and manners.

The poems of Homer are full of allusions to music,

which he represents as having been in constant use at

the time of the Trojan war. At that period, the music

of voices, accompanied by the lyre and the flute, is

described as being always employed, not only on public,

solemn, and festive occasions, but also as a favourite

amusement of private life. Banquets, sacrifices, and

processions, were accompanied by minstrels, whose func-

tion it was to rouse the feelings by singing appropriate

poetry. Achilles, when, in resentment for the loss of his

mistress, he is visited during his retirement by his

friends deputed to persuade him to return to the army,
is found in his tent, soothing his irritated feelings by

singing and playing on the harp. And Paris is upbraided

by Hector, for the effeminacy of his character,
"
his

curling tresses, and his silver lyre." Homer seems to

have been peculiarly sensible of the charms of music, of

which, and its effects, the Iliad and the Odyssey contain

many exquisite descriptions. In the rapturous language
which he employs on the subject, and the variety of his

beautiful allusions to it, he, more nearly than any other

poet, approaches our Shakspeare ; who, however, as the

eulogist of music, stands unrivalled.

The principal musical instruments among the Greeks

(the only ones, indeed, on which musicians of eminence

thought it worthy to perform) were the lyre and the
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flute. For the former instrument there were different

terms, which, in modern languages, have been translated

sometimes by the word lyre, and sometimes harp. The

flute, though it was held in high estimation, has not

been described in such terms as to give us a distinct

idea of its powers. It seems to have been brought to

a high degree of improvement, as it was the instrument

used by the most esteemed public performers, some of

whom are said to have paid for a flute sums equal to

five hundred pounds sterling.

In the time of Homer, the lyre appears to have had

only four strings ;
from which circumstance, and its

small size, it must have been an instrument of very
feeble powers. Between the time of Homer and that of

Terpander, who is supposed to have flourished between

six and seven hundred years before the Christian era,

the number of strings was increased to seven. An

eighth string, completing the octave, was added by

Pythagoras, about a hundred and fifty years after Ter-

pander. Successive additions continued to be made.

Euclid speaks of the lyre having ten strings. Timotheus,

whose name has acquired a modern celebrity, from

Dryden's Alexander s Feast, appears to have increased

the number to eleven
;
for which enormity he was con-

demned by the Spartan senate to have the additional

strings of his lyre cut off, and to be banished from the

city*. In this document he is accused of having cor-

rupted the ears of youth by encroaching on the simplicity

of the seven-stringed lyre ;
from which it would appear

that, whatever may have been the case elsewhere, it had,

* Our fashionable piano-forte players, by the inordinate use

they make of the shrill, tinkling notes which have been recently
added to the top of the instrument, sometimes make us think

that such an edict against them would not be a bad tiling at

present.
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till his time, remained in that state at Sparta. Plutarch

speaks of a lyre of twelve strings j
which number it

never seems to have exceeded.

The musical scale of the Greeks, reached, at its greatest

extent, to two octaves. It precisely resembled the scale

of the moderns in the disposition of its intervals, and

consequently, in the kind of melody which it was calcu-

lated to produce. But, in place of being arranged by
octaves, as with us, it was arranged into tetrachords, or

groups of four notes each. The Greek music, too, like

the modern, had its three genera ;
the diatonic, or

natural scale, of which the greatest part of melody con-

sists, the chromatic, in which the sounds of the natural

scale are artificially divided by semitones
;

and the

enharmonic, in which this division is made into quarter-

tones. There were a variety of modes, similar to the

variety of keys in modern music. These modes were

distinguished by the names of different districts, as the

Dorian, Lydian, Phrygian, &c., and are described as

acting differently on the feelings j
the Lydian being

soft and soothing, the Phrygian bold and warlike, &c.

These differences could not have, we think, arisen from

the difference in the pitch, which is said to be the cir-

cumstance that distinguished the different modes, like

the modern keys. A modern air preserves the same

expression whether it is sung in a higher or lower key.

There must have been, we apprehend, some diversity of

rhythm, or some peculiarity in the mode of performance,

belonging to each mode, of which we have no explanation.

It is generally supposed that the Greeks had no

musical rhythm, except that which regulated their poetry,

so that the length of the notes, and the different kinds

of musical feet, in their airs, were regulated entirely by
the quantities of the syllables, and the feet of the poetry

to which they were united.
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The Greek system of musical notation was excessively

complicated ; and, as might be expected, is imperfectly

understood, notwithstanding the research and ingenuity

which have been bestowed on the subject. The letters

of the alphabet formed the basis of this notation, and

were multiplied by distortions and mutilations of their

forms, by accents, and arbitrary marks, producing

above sixteen hundred signs or characters, to learn and

acquire the use of which, we are informed by the Greek

writers, cost the labour of several years.

A few fragments of ancient Greek music are still in

existence. Three hymns to Apollo, Calliope, and

Nemesis have been discovered in three different ancient

manuscripts, and in circumstances which leave no doubt

as to their being genuine. They have been published

by different antiquaries, and the copies are found, on

the whole, to correspond. Dr. Burney has given them,

with an interpretation, in modern notes, resulting not

only from his own labours, but those of the former

publishers of them. It is unfortunate, however, that

the result does not repay the labour that has been

bestowed on these relics of antiquity; for the music, as

rendered in modern notes, is a mere jargon, from which

we conceive that no conclusion of any kind can be

drawn. The sounds are as barbarous as those of the

rudest savages. We cannot believe that they are such

as afforded pleasure to the most elegant and refined

people of antiquity ;
and we are the more ready to with-

hold our belief, when we consider how uncertain it is

whether the ancient notes are properly interpreted.

Burney gives a fourth specimen of Greek music, con-

sisting of part of an ode of Pindar, with musical notes,

but of somewhat doubtful authority. This has a little

more of the semblance of music than the other speci-

mens, the sounds having some degree of connexion,
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and not being offensive to the ear. Dr. Burney has

furnished it with a modern dress, by reducing it to

regular measure and putting a bass to it; in which

guise it has somewhat the effect of a modern church

chant. But these fragments cannot in the least assist

us in forming an idea of the character of the Grecian

music; for, even supposing them all to be not only

genuine, but correctly rendered into modern notes, there

may have been conventional rules and methods of per-

formance, (as is the case among ourselves,) not expressed

by the notation, of which we cannot have any notion,

and which may have rendered the effect of the music

totally different from that which is conveyed to us by
the modern notes. Besides, these fragments probably
were meant to be recited, or chanted, by a great number

of people in chorus, and, if so, could no more give us

a general idea of Greek music, than two or three of our

psalm tunes could enable our posterity, three thousand

years hence, to draw conclusions as to the music of

England in the nineteenth century.

The question, whether the Greeks possessed a know-

ledge of what is called "
harmony," or the pleasure

produced by the combination of different sounds, heard

at the same time, has undergone a great deal of discus-

sion. A view of the arguments on each side would be

inconsistent with the plan of a popular work. We are

inclined, however, to think that the question has been

decided in the negative, for two reasons. In the first

place, no indication of the effects of harmonious com-

binations is to be found in the Greek writers. They use

the word "
harmony," indeed, but not in the modern

musical sense. Its meaning in music is defined by
Suidas to be " a well-ordered succession," or, in other

words, melody; and ancient treatises professing, in their

titles, to be " On Harmony," do not contain a word
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relating to harmony in its modern acceptation. Even
in modern popular language harmony is used for melody.
Addison speaks of an harmonious voice. In the second

place, the Greeks treated as discords those combi-

nations which are now considered most agreeable and

essential in harmony, a fact which alone seems sufficient

to decide the question in the negative.

Music was held in the highest estimation among the

Greeks, during the whole period of their history. To
excel in it was considered as an accomplishment fitting

the highest rank and gravest character
; and it was

reputed a powerful agent in forming the mind of youth,
and in rousing the feelings of courage and patriotism.

The celebrated Tyrtaeus was not only a warrior, but a

poet and a musician. The Spartans paid him the

greatest honours
;

and it was their practice, that the

soldiers, before going on a military expedition, were

summoned to the king's tent, to listen to his warlike

songs. The ancient writers are full of the effects of

music on the passions. Plutarch relates that Terpander,

by means of his music, appeased a violent sedition

among the Spartans ;
and that Solon, merely by singing .

a poem of his own composition, persuaded the Athenians

to renew an unsuccessful war which they had given up
in despair. Thucydides says, that when the Lacede-

monians went into battle, it was the practice to play
soft music for the purpose of preventing their courage
from becoming too impetuous ;

but that, on one occa-

sion, when the day was going against them, Tyrtseus
who was acting the part of a musician, quitted the soft

Lydian mode, and began to play in the Phrygian, which

so re-animated the retiring troops, that they returned to

the charge and gained the victory. Dryden's inimitable

description of the effects of the lyre of Timotheus on
the mind of Alexander, is founded on incidents in the

c
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history of that hero. Plutarch mentions that when the

celebrated flute-player Antigenides played a martial air

before Alexander, that monarch became so inflamed

that he sprang from the table, and seized his arms
;
and

his rushing from the banquet, with a torch in his hand,

to destroy the conquered capital of Persia, was a cir-

cumstance which really happened. The celebrated

painter, Theon, when about to exhibit a picture on a

martial subject, made a musician sound a charge on the

trumpet before withdrawing the curtain
;
an exquisite

piece of foppery, according to our ideas, but it is described

as producing the intended effect.

The lyrists and flute-players of antiquity received

rewards for their public performances more than equal

to the most extravagant salaries now given to Italian

opera-singers, and were, consequently, equally splendid

and luxurious in their way of life. Amabaeus, the

harper, whenever he sang on the stage, was paid an

attic talent (nearly two hundred pounds of our present

money,) for his performance ;
and Xenophon, in the

following passage, gives a striking picture of the man-

ners of those performers.
"

If," he says,
" a bad per-

former on the flute wishes to pass for a good one, how
must he set about it ? He must imitate the great flute-

players in all those circumstances that arc extraneous to

the art itself: and, principally, as they are remarkable for

spending great sums in rich furniture, and for appearing
in public with a great number of servants, he must do

the same." Human nature is the same in all agesj

there are few modern arts or professions, in which the

same method of gaining distinction is not resorted to.

The powerful influence of the Greek music on the

passions and feelings, argues nothing in favour of its

intrinsic excellence. We find that a highland pibroch,

played on the bagpipe, is as strong an incitement to
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courage in the day of battle as the strains of Tyrtseus.

The great moral agency of the songs of Dibdin, in

inspiring our sailors not only with courage, but with

manly and generous sentiments, must be ascribed much
more to the verses than to the airs

;
and the political

influence of music is of the same kind. It was the

vigorous poetry, for instance, of the celebrated Mar-

seillois hymn, acting on minds already excited by the

events of a momentous crisis, that enabled it to rouse

the population of France to an enthusiasm which rose

to phrensy ;
and then the music, by itself, could produce

a similar effect, by its association with the poetry and

with the circumstances of the time. The song of the

Marseillois was heard in France a thousand times, after

the fever of the first revolution was over, with no other

feeling than that of the admiration (with some small

degree of excitement) which spirited poetry and music

always produce: but no sooner did a new revolution

break out, than the similarity of the crisis awoke all

the old associations connected with this song; and

then, as before, it resounded in every quarter, raising
the feelings of the multitude from ardour to enthusiasm

and even fury. Such, no doubt, was the manner in

which the patriotic songs of antiquity produced the

great effects ascribed to them. As to the effect of

music merely instrumental in battle, it must be ascribed,

partly at least, to some direct influence which seems to

be possessed by certain sounds. The clangor of the

trumpet has, in itself, something rousing and warlike
;

and the "
spirit-stirring" quality of the drum, especially

when combined with

The pomp and circumstance of glorious war,

is universally felt. Mr. Bruce, after describing an

Abyssinian trumpet, says,
" This trumpet sounds only

one note, E, in a loud, hoarse, and terrible tone. It is

c 2
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played slow when on a march, or where no enemy
appears in sight; but afterwards it is repeated very

quick, and with great violence, and has the effect on the

Abyssinian soldiers, of transporting them absolutely to

fury and madness, and of making them so regardless
of life as to throw themselves in the middle of the

enemy, which they do with great gallantry. I have

often in time of peace, tried what effect this charge would

have upon them, and found that none who heard it

could continue seated, but that all rose up and continued

the whole time in motion." This is an exact description

of the effect of the bagpipe on the Scottish highlanders.
While we do not believe that the effects of the Greek

music were produced by any peculiar qualities unknown
to the music of modern times, neither are we inclined to

agree with those who, forming an estimate of it from

the fragments which survive, and arguing from its want

of harmony, suppose it to have been rude and inartificial.

These surviving fragments, as we have already said,

hardly afford room for conclusions of any kind
; and

there can be no doubt that the practice of melody might
be carried to a high pitch of refinement without any
aid from harmony. Even in modern times, the sweet

and expressive tones of a melodious voice, without any

accompaniment, afford the utmost delight. It is im-

possible to believe that an art, cultivated for a series of

ages among a people so ingenious and refined as the

Greeks, could have remained in a barbarous state. As
we have already remarked, the elements of music exist

originally in the human mind; all mankind being not

only gifted with a sensibility to musical sounds, but so

formed as to be pleased with sounds belonging to a

scale or series, which is found in every part of the

world. The Greeks, therefore, must have had a national

music, corresponding in its qualities to the character of
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the people and their language; and this species of

music, understood and enjoyed by the great mass of

the population, must have been that on which the more

artificial music was founded. Dr. Burney has shown,

that the oldest music of the Greeks, of which any account

can be given, was founded on a scale corresponding

precisely with the scale of the Scottish music a cir-

cumstance which we should, at any rate, have concluded

to have been the case, from the general considerations

we have stated : and it is surely absurd to suppose,

that, while the inhabitants of the mountains and the

plains possessed melodies dictated by Nature herself,

the more refined inhabitants of the cities could listen

to such barbarous jargon as the hymns to Apollo and

Nemesis are supposed to have consisted of.

The most artificial melodies of modern times are

perfectly congenial in character to the national music of

the different countries of Europe. Examine a song of

Rossini, the most florid of modern composers, and it

will be found that its subject, or the strain that forms its

ground-work, resembles entirely the popular airs of his

country ;
and this rP equally the case with the airs of

Mozart and Weber. The resources of modern art have

greatly enlarged the bounds of melody, and bestowed

upon it many graces and embellishments frequently

too many but its substratum is always found to consist

of the most agreeable strains of popular music.

The Greek authors tell us that the bulk of their music

was in the diatonic genus, because this species of music

was understood by everybody ;
the other genera being

practised only by professors of the art. This corresponds

exactly with the state of music in modern times. The

ancient diatonic scale was capable of producing exactly

the same species of melody with the similar scale of the

moderns, in which the great bulk of our music, also, is
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composed ;
because it is intelligible to every person,

learned or not, who is possessed of any sensibility to

music. It is probable, therefore, that this species of

music, among the Greeks, like that of the moderns,
consisted of the elementary strains of their national airs,

refined and expanded by the taste and skill of their

musicians : and when we consider the pains bestowed

on its cultivation by men of the highest eminence, and

the universal delight which it gave to the most accom-

plished and intellectual portion of the Grecian people,

there seems little reason to doubt that this music was

not only formed out of those elements which are fui

nished by nature, but that it was carried to a very high

degree of excellence as an art.

The state of music among the Romans requires little

particular notice. They no doubt had a national music

peculiar to themselves
;
but their music, as an art, was

entirely borrowed from the Greeks. During the days of

the Roman empire its cultivation seems to have been

carried to excess
;
and the passion for it which was

exhibited by Nero would be a proof that a love for the

arts is consistent with the most abominable depravity

were it not pretty clear that he was actuated, like many
modern amateurs, by vanity more than a love of music.

The means he took to preserve and improve his voice

were, of course, such as were ordinarily practised by the

singers of his time. He lay on his back with a leaden

plate on his stomach
;

took strong medicines, and

abstained from various kinds of food which were sup-

posed to hurt the voice. He gave up making harangues
to the senate and the soldier}

7

, from the fear of injuring

his voice, which he cherished for the more important

employment of singing in the theatre. After all, he was

most probably an execrable performer ;
and it was by

the influence of compulsion and terror that he procured
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attention and applause. He is said to have kept up an

establishment of five thousand singers and players on

instruments. When ahout to put himself to death, he

cried, "What a pity it is to kill so good a musician !"

Soon after this period music began to decline in the

Roman empire. The music of the Greeks, with the use

of their instruments, sank into oblivion
j
and the slight

knowledge of it which we now possess is gleaned entirely

from the few ancient Greek treatises on the subject which

survived the dark ages.
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CHAPTER II.

THE PROGRESS OF MUSIC DURING THE MIDDLE AGES, AND
DOWN TO THE END OF THE SIXTEENTH CENTURY.
MUSIC OF THE PRIMITIVE CHRISTIAN CHURCHES. GREGORY
THE GREAT. NOTATION. THE ORGAN. INVENTION OF

COUNTERPOINT. THE TROUBADOURS. POPULAR MUSIC.

PALESTRINA. SACRED MUSIC IN ENGLAND. PSALMODY.

MADRIGALS. MUSIC IN GERMANY AND FRANCE.

Music was employed from the earliest ages of the

Christian church, in its religious service. What the

music of the first Christians was, can only be matter

of conjecture. But it may be supposed to have been

similar to that which had formerly been used in the

different countries where they dwelt. In Judea, the

religious chants formerly used in the Jewish worship
would still be used

;
and in other parts of the Roman

empire, the new Christians would have recourse to the

pagan hymns of the Greeks and Romans. That the

music of the Christian church came to be generally

borrowed from the Greeks, appears from the circum-

stance, that, when St. Ambrose, about the end of the

fourth century, digested this music into a regular system,

and established what has been called the Ambrosian

chant, the nomenclature he adopted was entirely Greek.

The different modes, or scales, on which this chant was

constructed, were distinguished by the Greek names of

Dorian, Phrygian, &c.

About two centuries afterwards, the celebrated pope

Gregory the Great improved and extended the limits of

the ecclesiastical chant; and threw it into that form

which, in the Catholic church, is retained at this day.

Parts of the Catholic liturgy are still chanted, or recited,

in a kind of melody, composed strictly according to the
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laws of the Gregorian chant
;
and with an effect won-

derfully grave and noble, arising, partly from the

simplicity of the strain, and its total dissimilarity to any
of the music that is used on lighter occasions, and

partly from the associations connected, as in the case of

Gothic architecture, with its venerable antiquity. Of

this character of the Gregorian chant our modern com-

posers are so well aware, that they often employ it, on

particular occasions, to heighten the effect of their

sacred music. The music of these Gregorian chants, in

the Catholic missals, is written in those ancient square

characters which are usually called Gregorian notes
;
a

term which has led to the supposition that Gregory was

the inventor of these notes. This, however, is not the

case. Gregory, indeed, made the very important step

of applying the first seven Roman letters to the sounds

of the octave, as is done to this day ;
but the Grego-

rian notes were not invented till many centuries after his

death.

About the middle of the fourth century, regular choirs

were introduced into the churches. These were divided

into two parts, and made to sing alternately, or respon-

sively. This was called antiphonal singing, out of which

the modern fugue has arisen. In this species of music,

a certain phrase of melody, after having been sung by
one portion of the choristers, is echoed by the others, at

certain distances, and at a higher or lower pitch ;
and

the successive accumulation of these different masses of

sound, into one grand and harmonious whole, produces

the greatest effects of which music is capable. Of such

effects, the most sublime instances are to be found in

the chorusses of Handel.

The progress of musical notation from the time of

Gregory the Great, may be traced in a few words.

Gregory's method was the very simple one of writing
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the words, and then placing above each syllable the

letter indicating the note to which it was to be sung.
Several clumsy expedients were then adopted, of

writing the words on parallel lines, placing each word

on a higher or lower line according to the comparative

height of the sound. The rudiments of the present

system are to be observed in the method adopted
about the ninth or tenth century, of drawing seven

parallel lines, and expressing the notes by points placed
on these lines. At last, the celebrated Guido d' Arezzo

reduced the number of lines to four, and placed points
not only on the lines, but in the spaces between them.

This is the notation of the present day, in so far, at least,

as the pitch of the notes is concerned
;
with this diffe-

rence, that it has been found convenient to use five lines,

in place of four.

Down to this period, musical notes being used only to

express the simple sounds of the chants of the church,

the length of which sounds was regulated by that of the

syllables to which they were sung, there was no occasion

for any device for expressing the relative duration of

musical sounds. But, when harmony came to be disco-

vered, and music was written, consisting of different

notes to be sung at the same time, it became necessary

to mark the relative length of the notes, in order to keep
the singers together. This was necessary even in the

simplest kind of harmony, where, as in our psalm-tunes,

all the singers had notes of equal length : and it became

more and more indispensable when the harmony became

more complex, and when a long note, in one part, was

accompanied by two or more shorter ones, in another.

In the rhythmical music of modern times, it is im-

possible to write down the simplest tune without deter-

mining precisely the relative length of each note. Marks

for the length of notes seem to have been invented
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immediately after the time of Guido
;
and were first

reduced to a regular and systematic form by Franco of

Cologne, in a work which is still extant, intituled Fran-

conis Musica et Cantus Mensurubilis. Franco's system,

though its details have been extended and improved,
remains to the present day, and is simply this

;
that a

note, written in a certain form is to be considered as of

twice or thrice the length of a note marked by another

form. Guido and Franco of Cologne, therefore, may
be held as the authors of musical notation

;
the sub-

sequent changes being merely modifications of their

inventions, rendered necessary by the improvements in

music.

The ORGAN is an instrument of great antiquity. The

period of its invention is not clearly ascertained
;
but it

appears to be established that an organ formed a present
to king Pepin of France from the Greek emperor Con-

stantine, in 757. During the tenth century the use

of the organ became general in Germany, Italy, and

England.
The organ, however, of those times, differed very

greatly from the instrument of our day. Du Cange has

preserved a curious description of it in the following
barbarous verses written by Wolstan, a monk, in the

tenth century ;

Bisseni supra sociantur ordine folles,

Inferiusque jacent quatuor atque decem,

Quas agitant validi septuaginta viri
;

Brachia versantes, multo et sudore madentes,

Certatimque suos quisque movet socios.

Viribus ut totis impellant flamina sursum,
Et rugiat plena capsa referta sinu

Sola quadragentas, qua) sustinet ordine, Musas.

We find the following homely translation of these

verses in Mason's Essay on Church Music.
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Twelve pair of bellows, ranged in stately row,
Are joined above, and fourteen more below ;

These the full force of seventy men require,

Who ceaseless toil, and plenteously perspire ;

Each aiding each, till all the winds be prest
In the close confines of the incumbent chest,

On which four hundred pipes in order rise

To bellow forth the blast that chest supplies.

An instrument that required seventy stout bellows-

blowers must have been of enormous size, however

clumsily constructed. It has been conjectured, and with

apparent probability, that these men did not continue to

blow during the time of the performance, but laid in a

stock of wind which was gradually expended as the

organist played. In a work intituled L'art du facture des

Orgues, by D. Bedoes de Celles, a Benedictine monk,

published in ] 766, we are told that the organ-keys were

at first five or six inches broad, and must have been

played upon, like carillons, by blows of the fist. We
learn from the same author that the half-notes were

introduced at Venice at the beginning of the twelfth

century ; that the compass of the instrument did not

then exceed two octaves
;
and that registers, by which a

variety of stops could be formed, were not invented till

the conclusion of the sixteenth century. From these

circumstances we may concur in Mr. Mason's opinion,

that an organ, in any degree deserving the name, could

not have been fabricated many years before the era of

our Reformation.

To the introduction of this noble instrument, how-

ever, notwithstanding the rudeness of its construction,

may be ascribed the invention of harmony. From its

being played with keys, the production of simultaneous

sounds became easy, and the beautiful effects of the

union of concordant sounds must soon have been felt.

Accordingly, it was soon after the organ began to be
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used, that the first attempts at harmony seem to have

been made. These were rude and meagre ;
and many

of the combinations which continued for some time in

use, would be shocking to modern ears. But, when
this new mine of musical beauties was once opened, it

was diligently wrought by an unbroken succession of

eminent men, who threw away the rubbish which was

gathered at first, and gradually purified the ore, till the

commencement of the eighteenth century, when har-

mony may be said to have reached its greatest refine-

ment. Among these improvers of harmony, the most

distinguished are, Franco of Cologne, whom we have

already mentioned, Marchetto of Padua, John de Muris,
John Okenheim, Josquin des Pres, and Claudio Mon-
teverde. Each of these individuals went far beyond
the age in which he lived, and discovered combinations,

which, considered with reference to the existing state of

music, are wonderful. Monteverde, in particular, who
lived in Italy in the sixteenth century, had the courage
to violate almost all the subsisting rules of counterpoint,
and roused, by his heresies, the most violent indignation

among the orthodox musicians. By degrees, however,
his licenses were adopted ;

and they were so very daring,

that they have scarcely become old even at the present

day, but continue to afford composers some of the most

beautiful resources in harmony.

During the great efforts that were made for the im-

provement of music, prior to the sixteenth century,

harmony alone was the object of attention, to the utter

neglect of melody. The object in view then was, the

discovery of new combinations, and of ingenious con-

trivances for putting together a number of parts ;
but

it was never considered necessary that any of those

parts should form a graceful or agreeable song. In

those days melody existed, as it must have done at all
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times
; but, being despised by the great and learned, it

took refuge among the humble and ignorant. Melody,
in short, then consisted entirely of the national airs, sung

by the rustic and uneducated inhabitants of different

countries.

The oldest specimens of Melody which seem to be

preserved, are some of the songs of the Provencal

Minstrels, or Troubadours. The Provencal language,

(a sort of corrupted Latin, partaking a good deal of

both the Italian and French,) and poetry flourished

chiefly about the twelfth century. The professors of

the Joyeuse Science, as it was called, were Troubadours,

or bards
5 Violars, or performers on the viol

; Juglars ,

or flute-players ;
and Musars, or players on instruments

in general ;
and sometimes, of course, these different

characters were united in the same person. These

poets and musicians enjoyed the highest favour among
the great and the fair

;
and the greatest themselves did

not disdain to seek fame in those capacities. Our

Richard the First sought to rival his faithful servant

Blondel, the most accomplished minstrel of his time,

no less than his great enemy Saladin. The romantic,

but authentic incident of his deliverance from the

Tour Tenebreuse, in which he had been treacherously

immured on his return from the Holy Land by the

Duke of Austria, is thus related in an old French

Chronicle.
"
King Richard had retained in his service a minstrel

or bard, whose name was Blondel. The bard, missing

his master, found the account well verified of the king's

departure from the Holy Land, but met with none that

could tell with certainty whither he was gone, and

therefore wandered over many countries to try whether

he. could find him. It happened, after a considerable

time thus spent, that Blondel came to a castle near the
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city where his master was confined, and asking his host

to whom it belonged, was told that it was one of the

fortresses of the Duke of Austria. Blondel then in-

quired whether there were any prisoners in it, and was

assured that there was one prisoner who had been there

more than a year, but that he was not able to tell who he

was. Blondel, having received this information, made
use of the general reception which minstrels find, to

make acquaintance in the castle
; but, though he was

admitted, could never obtain a sight of the prisoner ;

till one day he placed himself over against a window of

the tower in which King Richard was kept, and began
to sing a French song which they had formerly com-

posed together. When the king heard the song, he

knew that the singer was Blondel, and when half of it

was sung, he began the other half, and completed it.

Blondel, then knowing the residence and condition of

the king, his master, went back to England, and related

his adventure to the English barons."

A lay, or song of complaint, written by our romantic

monarch during this captivity, is preserved in Walpole's

Catalogue of Royal and Noble Authors, and has re-

ceived an English translation from Burney. It has

considerable beauty. The music lias not been pre-

served of either of these songs ;
but the reader will

find in Burney, and also in De la Borde's History of

Music, several melodies of the same period. One of

these is by Anselm Faidit, a Troubadour who accom-

panied Richard, by whom he was much esteemed, to

the Holy War. This person had a romantic history.

He seduced from a convent a beautiful nun, whom he

married, and, escaping from the consequences of a

crime which was usually visited with a terrible punish-

ment, he travelled about, on foot, for many years, with

his wife, who was as much admired for her charms, as
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for the beauty with which she sang her husband's verses.

On the death of his royal friend and patron, Faidit

composed a monody, which has a good deal of pathos
in the poetry, and an air by no means destitute of ex-

pression.

Some French songs and melodies, coeval with those

of the Troubadours, have been preserved. Among
these, are the celebrated songs of the Chatelain de

Coucy, whose tragical story has been the foundation of

so much poetry and romance. He lived in the times of

Philip Augustus, and Richard
;
and took the cross, and

went to the Holy Land, in consequence of an unhappy
love for the Lady of Fayel, by whom his passion was

returned, though in innocence and honour. Having
received a mortal wound in Palestine, he entreated his

squire to carry to the lady of his love the token he had

received from her on his departure, with his heart

enclosed in a casket, and a letter containing his last fare-

well. The squire was intercepted by the jealous lord of

Fayel, who compelled him to deliver up the casket and

letter. The enraged husband ordered the heart to be

dressed, and served up in a disguised form, before his

wife at dinner. After dinner he asked her if she knew
what she had been eating, and on her answering No,
told her she had dined on the heart of her lover; at

the same time producing the fatal letter and casket.

When she had perused the letter, her countenance

changed, and after a pause she said,
"

It is true, indeed,
that you have served me to a viand I dearly loved

;
but

it is the last I shall ever eat, as all other food would

now be tasteless to me." She then retired to her

chamber, and, refusing all sustenance, speedily fell a

victim to her grief.
" The unhappy de Coucy," says

Burney,
" no less distinguished for his misfortunes than

talents, has left behind him some of the most elegant
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and affecting songs in the French language, which have

been preserved in manuscripts that are near 450 years

old, and cited by all contemporary authors, as models

on the subject of love." Burney has selected two of

the most pleasing of these; but the whole of them are

to be found in the work of De la Borde, and are cer-

tainly very beautiful specimens of old French poetry.

The music partakes of the rude state of the art in those

early days, but has gleams of feeling that are not to be

found in the elaborate compositions of the learned, for

ages afterwards.

Very old specimens of French melody, are also to be

found in the songs of Thibaut, King of Navarre, who
lived in the earlier part of the thirteenth century. The
chroniclers tell us that this prince, having conceived a

violent and hopeless passion for Queen Blanche, was
advised to seek a solace in the pursuit of music and

poetry. It is the opinion of the French antiquaries,

that the airs of the King of Navarre's songs are his own,
as well as the words, and they are thus very curious

and valuable, as remains of French melody at that early

period. Two of them are given by Burney, and approach

nearly to the French popular airs of the present time.

One of them, in particular, is precisely like a vaudeville

in a modern French opera*.

No remains of Italian melody have been preserved

prior to the sixteenth century. Long before that period,
the Italians undoubtedly possessed a popular music,

containing much of that grace and sweetness for

which it is now so remarkable. But in Italy, as else-

where, those who cultivated music scientifically, bestowed
their attention wholly on harmony and the combination
of parts, while the popular melodies were used by those

* See BURXEY'S History of Music, vol. ii., p. 300.
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who possessed musical feeling, but had not technical

skill enough even to write them down. It appears from
the writings of Dante, Petrarch, and Boccaccio, that

music of this popular kind was much cultivated in their

time. In Boccaccio's description of the party of ladies

and gentlemen, who, during the plague of Florence,
retired to a country-house to drive away the thoughts of

the horrors in which their city and friends were involved,

by a life of mirth and jollity, of good cheer, music, and

story-telling; the amusement of each day is finished by
singing and dancing, and the songs are generally ac-

companied on the lute or viol. As all the party were

able to sing and play, and as this did not seem to be

considered as an accomplishment at all remarkable, it

may be supposed that the songs, as well as the accom-

paniments, were of the simplest cast, but probably of

the graceful kind, which are still so common among the

uncultivated musicians of that country.

England had her full share of such music as was current

in those distant times. We had our learned ecclesiastics,

who cultivated the abstruse study of harmony as suc-

cessfully as the musicians of the continent, and have

left some remains of their labours
;
and we had our

popular music, which appears from our old poets (Chau-

cer, in particular, whose writings are full of allusions to

music) to have been in very general use.

It was not till about the middle of the sixteenth cen-

tury, that the popular airs of different countries began
to attract the attention of musicians. It then came to

be perceived that this kind of music had its beauties
;

and it soon became the practice of composers to collect

these airs, to harmonize them, and introduce them in

their compositions. The great beauty of the rustic and

street tunes of the kingdom of Naples, was the cause of

their first receiving this distinction} and, to use Dr.
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Barney's language, these tunes " were as much in fashion

all over Europe, during the sixteenth century, as Pro-

venc.al songs were in preceding times, and Venetian

ballads have been since." When it thus became the

practice to borrow from the popular strains of different

countries, their rhythmical movement, and natural flow

of melody, and to apply to these the resources of har-

mony and scientific skill, the progress of music was

rapid, and compositions began to appear which still con-

tinue to give pleasure.

During the sixteenth century, however, little or none

of this species of music was yet produced. Italy gave
birth to numerous composers, of high reputation ;

but

though their names survive, their works, in general, have

sunk into oblivion. Of the illustrious PALESTRINA, how-

ever, many fine compositions for the church are still

extant. This great musician continues to stand at the

head of ecclesiastical composers ;
and music in the

church style, is distinguished by being called "
alia Pales-

trina." He was born in 1529, and died in 1594. His

most celebrated composition is a mass, called " Missa

Papte Marcelli," which is the admiration of musicians to

this day. Of this production, it has been related, that

the above Pope, being offended at the absurd and un-

meaning complication of sounds of which such com-

positions then consisted, determined to banish them

altogether from the church
;

but that Palestrina, then

a young man, entreated his Holiness to suspend the

execution of his decree till he should have heard a mass
of his composition ;

and that, this request being com-

plied with, the Pope was so delighted with the grave and

dignified simplicity of Palestrina's mass, that music was

restored to the favour it had lost. Palestrina was one of

those gifted individuals, whose genius penetrates far

beyond his own time -

}
and his music has the appearance

D 2
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of being much more modern than anything that was

composed for many years after his death. Another

Italian composer of that century, whose music is still

generally known, and gives pleasure in the performance,
is Luca Marenzio, a composer who brought that species

of composition called the Madrigal, to a degree of per-

fection which has never been surpassed.

During this century, music made rapid progress in

England. The names of Tye, Tallis, Bird, and Gibbons,

will always be recorded in musical history among the

fathers of ecclesiastical harmony.
CHRISTOPHER TYE was born in London, and educated

in the Chapel Royal. He was musical preceptor to the

children of Henry the Eighth. He was made a Doctor

of Music, at Cambridge, in 1545. He afterwards was

appointed organist of the Chapel Royal, for which he

produced almost the whole of his sacred compositions.

These consisted of services and anthems, which were

held in great esteem for many years after his death, but

are no longer used in our churches. Tye is described

by Anthony a Wood, as
" a peevish, humoursome man,

especially in his latter days ;
and sometimes," continues

this amusing annalist, "playing on the organ in the

chapel of queen Elizabeth, what contained much music

but little to delight the ear, she would send the verger to

tell him that he played out of tune; whereupon, he

sent word, that her ears were out of tune." An admi-

rable specimen of his style, the anthem for four voices,

"I will exalt thee, O Lord," is given in Dr. Boyce's
Collection of Cathedral Music.

THOMAS TALLIS was born early in the reign of Henry
the Eighth. Very little is known of the personal history

of this illustrious musician. It appears, from the title

of the noble collection of sacred music, the Cantiones

Sacra, published jointly by him and Bird, in 1575, that
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they were at that time gentlemen of queen Elizabeth's

private chapel, and also organists. They call themselves
" serenisssimG majestati a privato sacello generosi et or-

ganisti" This work was published at a time when the

performance of the church service in Latin was no longer

permitted ;
and it has been, therefore, supposed that the

anthems and hymns which it contains, and which are in

that language, were composed by Tallis and Bird, for the

use of queen Mary's Chapel, and at a time when they

were of the Romish persuasion. After the accession of

Elizabeth, however, Tallis appears to have embraced

the reformed faith : for he set to music the parts of the

English Liturgy usually sung. He composed the Morn-

ing, Evening, and Communion Service, including the

Litany and Responses ;
besides a great number of Eng-

lish anthems. These compositions have never yet been

surpassed in learning, gravity, and pure devotional ex-

pression ;
and many parts of them are still made use of

in our cathedrals, on the greatest and most solemn

occasions. Tallis died in the year 1585. He appears

to have been of a serious and devout character, as

his talents were wholly devoted to the service of the

church.

Of the life of WILLIAM BIRD, little more is known than

that he is supposed to have been born about the year

1543
;
that he was the scholar and friend of Tallis

;
and

that he died in 1623. He was a voluminous composer,

in various styles, both for the church and the chamber.

His services and anthems are profound and admirable

works
5
and some of them are still sung in our cathe-

drals. The famous canon,
" Non nobis Domine," though

it has been ascribed to Palestrina, is universally admitted

to be the undoubted composition of Bird. That he was

a performer of extraordinary powers upon the organ
and virginals (a keyed instrument, which was the pre-
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cursor of the spinet and harpsichord), appears from his

numerous pieces composed for those instruments, par-

ticularly those contained in the celebrated volume

(which we shall afterwards notice), known by the name
of Queen Elizabeth's Virginal Book.

ORLANDO GIBBONS was born at Cambridge, in 1583.

He was organist of the Chapel Royal, and obtained a

doctor's degree, at Oxford. He died of small-pox, in

1 625. Gibbons's compositions for the church are to

this day unrivalled in sublimity and grandeur ;
and

possess, besides, a simplicity, clearness, and flow of

melody, rarely met with in the productions of an age
in which profound harmonical combinations and ela-

borate intricacy of construction were chiefly sought
after by composers. His services and anthems are still

used in all our cathedrals, and will probably continue to

be so for ages ;
for these grave and solemn strains are

far above the influence of the mutability of taste and

fashion, and, like the gothic piles in which they are heard,

only become more and more venerable as they are more

and more deeply impressed with the marks of antiquity.

Secular music was much cultivated in England in the

sixteenth century ;
and a knowledge of it was con-

sidered indispensable to persons of condition. Queen
Elizabeth was a performer on the virginals. The fol-

lowing anecdote has been often quoted ;
but it is suffi-

ciently curious and characteristic to bear repetition. It

is contained in Sir James Melvil's Memoirs, which con-

tain an account of his embassy from Mary of Scotland.

After Elizabeth had asked him many questions about

her beautiful rival such as, how his queen dressed,

what was the colour of her hair, which of them was the

taller, &c., she asked,
" what kind of exercises she

used? I answered," says Melvil, "that, when I received

my despatch, the queen was lately come from the
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Highland-hunting ;
that when her more serious affairs

permitted, she was taken up with reading of histories
;

that sometimes she recreated herself with playing on

the lute and virginals. She asked, if she played well ?

I said, reasonably for a woman. The same day, after

dinner, my lord of Hunsden drew me up to a quiet

gallery, that I might hear some music, (but he said that

he durst not avow it,) where I might hear the queen

play upon the virginals. After I had hearkened awhile,

I took by the tapestry that hung before the door of the

chamber, and seeing her back was toward the door, I

entered within her chamber, and stood a pretty space,

hearing her play excellently well. But she left off im-

mediately as soon as she turned about and saw me.

She appeared to be surprised to see me, and came for-

ward, seeming to strike me with her hand, alleging, she

used not to play before men, but when she was solitary,

to shun melancholy. She asked, how I came there ? I

answered, as I was walking with lord Hunsden, as we

passed by the chamber door, I heard such a melody as

ravished me, whereby I was drawn in ere I knew how
;

excusing my fault of homeliness, as being brought up
in the court of France where such freedom was allowed;

declaring myself willing to endure what kind of punish-
ment her majesty should be pleased to inflict upon me
for so great an offence. Then she sat down low upon a

cushion, and I on my knees by her; but with her own
hand she gave me a cushion to lay under my knee,

which at first I refused, but she compelled me to take it.

She inquired whether my queen or she played best ? In

that I found myself compelled to give her the praise."

A MS. book of music compiled for her majesty's own
use, and known by the name of Queen Elizabeth's

Virginal Book, is still preserved in the British Museum.
It contains compositions for that instrument by the
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principal masters of the time Tallis, Bird, Bull, &c.,

some of which are so difficult, that they would puzzle a

Cramer or a Moscheles. It is a mistake to suppose that

the accumulation of difficulties, either in vocal or instru-

mental music, is a vice peculiar to recent times.

The unhappy Queen of Scots was herself an accom-

plished musician. The melancholy story of Chatelard,

whose intoxication of love, caused by the pleas which

the queen took in hearing him sing and play on the lute,

cost him his life, is well known : and still better known
is the tragedy of David Rizzio. The idle notion of this

Italian lutanist being the composer of the most beautiful

melodies of Scotland, is too absurd to require serious

notice.

In the course of the sixteenth century, the psalmody of

the Protestant churches was brought nearly to the state in

which it now remains, and in which it is desirable that

it should contimie to remain. For this psalmody we

are indebted to the Reformers of Germany, especially

Luther, who was himself an enthusiastic lover of music

and is believed to have composed some of the finest

tunes, especially the hundredth psalm, and the hymn on

the Last Judgment, which Braham sings with such

sublime effect at our great performances of Sacred

Music. Our psalm-tunes, consisting of prolonged and

simple sounds, are admirably adapted for being sung

by great congregations ; and, as the impresssion pro-

duced by this kind of music is much increased by its

venerable antiquity, it would be unfortunate should it

yield to the influence of innovation. For this reason, it is

much to be desired, that organists and directors of choirs

should confine themselves to the established old tunes,

instead of displacing them by modern compositions.

Towards the end of the sixteenth and beginning of

the seventeenth century, shone that constellation of
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English musicians, whose inimitable madrigals are still

the delight of every lover of vocal harmony. The

madrigal appears to have originated in Italy. The ety-

mology of the name has not been settled
;
but it seems

to have been applied by the Italians to compositions in

four, five, or six vocal parts, adapted to words of a

tender or amorous character
;
and it is distinguished

from the glee, to which it is near akin, in this, that the

glee is sung by a single voice to each part, while in the

madrigal, each part ought to be sung by a number of

voices. Neither the madrigal nor glee ought to be ac-

companied by instruments. Most of the great Italian

composers of the sixteenth century distinguished them-

selves by their madrigals ; particularly Palestrina, Luca

Marenzio, Giovanni Croce, Stradella, StefFani, and others.

About the period of which we speak, the madrigals of

these composers began to be adapted to English words,

and thus the foundation was laid for a school in which

we soon rivalled, if not surpassed, the Italians them-

selves. A collection of Italian madrigals, with English

words, was published by N. Yonge, in 1588, under the

title of Musica Transalpina, and followed by other pub-
lications of the same kind. Collections of original

English madrigals were published, soon afterwards, by
Weelkes, Kirbye, Bennet, and Wilbye. The desire of

flattering Queen Elizabeth's personal vanity, which min-

gled itself so strangely with her great intellectual qualities,

seems to have suggested to some of her courtiers, the idea

of presenting the virgin queen with a bouquet of poetry
and music, in honour of her own charms and virtues.

The execution of the task was committed to Morley, by
whom the celebrated collection, intituled The Triumphs of

Oriana, was published in 1601. It consists of twenty-
four madrigals, composed by almost all the great English
musicians of the day.
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These beautiful productions, in the age in which they

appeared, were the music chiefly resorted to as a recrea-

tion in England. To sing in parts was an accomplish-
ment held to be indispensable in a well-educated lady or

gentleman. At a social meeting, when the madrigal
books were laid on the table, everybody was expected to

take a share in the harmony ;
and any one who declined

on the score of inability, was looked upon with some

contempt, as rude and low-bred. In Morley's Introduc-

tion to Practical Music, which, after the fashion of the

day, is in the form of a dialogue, the scholar is made to

seek instruction in consequence of a mortification he had

met with, the evening before, owing to his ignorance of

music. During the decline of music, in the seventeenth

century, vocal harmony fell into neglect, in which state

it remained until it was revived by the establishment of

the Madrigal Society, in 1741, and by other associations

for the performance of part-music, which have been

since formed not only in London, but in all parts of the

kingdom. The recent institution of the Vocal Society

has given a great impulse to the cultivation of this

species of music, which, there is reason to hope, may
gain even more than its ancient popularity. It may be

remarked, however, that, though the madrigal is now

sung in a style of which our forefathers of the sixteenth

and seventeenth centuries could have no conception, yet

the masters of that age remain unrivalled in that species

of composition, and almost every modern attempt to

imitate them has proved utterly abortive.

During the sixteenth century, Germany possessed

many profound theorists, and learned contra-puntists ;

but it was not till a later age that that country began to

produce those great composers who have raised it to its

present pre-eminence in music. In France, the com-

poser of the sixteenth century who has left the greatest
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name, was CLAUDE LE JEUNE. This musician was in

great favour in the time of Henry the Third and Fourth,

when his music was much admired. It is described by
French writers, as having rivalled, in its effects, the

music of the ancients. In a curious work, Histoire de

la Musique, ft de ses Effets, published at Amsterdam in

1 725, we are told, that, when this musician, at the nup-
tials of the Duke de Joyeuse, was performing one of his

airs at a concert in the royal chamber, a young noble-

man was so transported with passion, that he put his

hand to his sword, and insisted on fighting with the

persons about him; which extravagance surprised the

king exceedingly, but Claude told his majesty that it

was merely the effect of his music, and that he would

calm the young gentleman in a moment, by playing an

air in the hypo-phrygian mode. He did so, and the

subject of his experiment immediately returned to his

senses, and begged pardon of the king, who only laughed
at his vivacity. This piece of exquisite pedantry shows us

that one feature in the character of that first of pedants,

CORNELIUS SCRIBLERUS, is not exaggerated. When
this learned person was declaiming with enthusiasm on

the marvellous effect of the ancient music, his brother

showed him two apple-women scolding in the street, and

advised him, as he was a performer in the ancient style,

to try his skill upon them. "With that, Cornelius,

undressed as he was, jumps out into the balcony, his

lyre in hand, in his slippers, a stocking upon his head,

and waistcoat of murrey-coloured satin upon his body :

he touched his harp with a very unusual odd sort of an

harpeggiatura, nor were his hopes frustrated. The odd

equipage, the uncouth instrument, the strangeness of

the man and of the music, drew the eyes and ears of

the whole mob that were got about the two female

champions, and, at last, of the combatants themselves.
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They all approached the balcony, in as close attention as

Orpheus's first audience of cattle, or that of an Italian

opera, when some favourite air is just awakened. The

sudden effect of his music encouraged him mightily ;

and it was observed he never touched his lyre in so truly

a chromatic and enharmonic manner, as upon that

occasion. The mob laughed, sung, jumped, danced, and

used many odd gesticulations, all which he judged to be

caused by the various strains and modulations. ' Mark

(quoth he), in this the power of the Ionian
;
in that you

see the effect of the Eolian.' But in a little time they

began to grow riotous, and threw stones: Cornelius

then withdrew, but with the greatest air of triumph in

the world. '

Brother, (said he,) do you observe I have

mixed unawares too much of the Phrygian ;
I might

change it to the Lydian, and soften their riotous tempers ;

but it is enough. Learn from this sample to speak with

veneration of ancient music. If this lyre, in my un-

skilful hands, can perform such wonders, what must it

not have done in those of a Timotheus, or Terpander !

'

Having said this, he retired with the utmost exultation

in himself, and contempt of his brother
; and, it is said,

behaved that night with such unusual haughtiness to his

family, that they all had reason to wish for some ancient

tibicen to calm his temper."
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CHAPTER III.

MUSIC IN ITALY DURING THE SEVENTEENTH CENTTTRY.

ORIGIN OF THE MUSICAL DRAMA. STRADELLA. CARIS-

SIMI. CESTT. SALVATOR ROSA. ALESSANDRO SCARLATTI.

ALLEGRI.

THE beginning of the seventeenth century may be con-

sidered as the era of the origin of the musical drama

in Italy. The union of poetry and music, for the

purpose of dramatic representation, includes the sacred

drama, or oratorio, and the opera. Both these kinds of

musical drama, like theatrical performances of every

kind, appear to have taken their rise from the Mysteries

and Moralities which formed the amusement of most

nations of Europe, during the middle ages. Dramatic

representations of incidents taken from the Scriptures

were introduced, at a very early period of the Church,
in religious festivals, with the intention of impressing
on the minds of the rude and ignorant multitude of

those days, the principal characters and events of Sacred

History. That the design of those entertainments was

pious, cannot be doubted, notwithstanding their ab-

surdity, buffoonery, and grossness, the burlesque lan-

guage used by the characters, and the ridiculous

situations in which they were placed. This apparent

inconsistency is accounted for by the general want of

refinement and taste
; qualities, the absence of which

disfigures the literature, and fine arts of Europe, till

within a comparatively recent period. The prevailing
coarseness of the times contaminated the sublimest

conceptions of the greatest painters of the fourteenth

and fifteenth century, with grotesque, disgusting, and
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indecent figures, filled the most elevated poetry with

mean and gross expressions, and made the dramatic

entertainments of princes and ladies such as would

shock the delicacy of an audience at Bartholemew Fair.

An acquaintance with ancient literature gradually

changed the form of dramatic compositions ; they were

moulded, in some degree, after the models of Greece

and Rome, though they still retained much of the

wildness and irregularity of their origin. This double

line of ancestry is strongly apparent in the older English
dramas

; and, indeed, is perceptible on the English stage

to this day. The same thing is the case with regard to

Germany and Spain : but the French and Italians have,

for a long period, endeavoured to approach the ancient

models as nearly as modern manners and the genius of

modern languages would permit.

It thus arose that music was first made use of in

dramas on sacred subjects. These were followed by

operas, or dramas on subjects of fabulous or profane

history. After a time, the performance of sacred dramas

in the theatre was gradually felt to be indecorous
;
and

oratorios, though consisting of various characters, came

to be performed in churches, and without theatrical

action. In England, this is now universally the case
;

and it is generally so in other parts of Europe. Of these

productions, the Messiah, Sampson, Israel in Egypt, of

Handel
;
the Creation, of Haydn ;

the Mount of Olives, of

Beethoven
;
and the Last Judgment, of Spohr, are illus-

trious and well-known examples. On the Continent,

however, musical dramas on sacred subjects are still

produced on the stage ;
of which the more recent

example is the Mose in Egitto, of Rossini ; the subject

pf which when it was performed in England, was, in

conformity with the feelings entertained among us

changed to that of Peter the Hermit, the celebrated
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mover of the Crusades, .who is represented, with his

followers, as being captives of the soldan of Egypt.

Sacred dramas, containing music, seem to have been

represented in Italy at a very early period. One, on the

subject of Abraham and Isaac was performed at Flo-

rence in 1449; and there are records of many others,

on such subjects as Cain and Abel, Abraham and Sarah,

the Prodigal Son, &c., being performed during the

fifteenth and sixteenth centuries. These, however, were

not regular musical dramas
;

but the dialogue was

intermixed with chorusses and hymns, and with instru-

mental music between the acts.

The first sacred drama that was entirely sung, is

agreed to have been an allegorical production entitled

Rappresentazione del Animo e del Corpo, by Emilio del

Cavaliere, which was performed at Rome in 1600. This

drama is of the nature of a morality ;
and its characters

are the Body, the Soul, Pleasure, the World, and Time.

The dialogue is sung in Recitative, then first invented ;

and is intermingled with chorusses
;
and the singers

were accompanied, behind the scenes, with instruments

known at the time a double lyre, which Burney con-

jectures to have been a viol-da-gamba, the precursor of

the modern violoncello, a harpsichord, a large guitar,

and two flutes. There is no appearance of any Air

in this opera; the music consisting entirely of the

recitative which has been mentioned, and of the chorusses.

The recitative, though stiff and formal, is the ground-
work of that musical speech which the Italians have

gradually brought to its present perfection. The cho-

russes are in four parts, in plain harmony, and resemble

exactly modern psalmody. The singing of the chori;

was accompanied by dancing, which must have been of

a very grave character, to correspond with such music.
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This musical drama led the way to many others of

the same kind. Of these, one of the most remarkable

is II Santo Alessio, composed by Steffano Landi, and

performed at Rome in 1634. In this piece, there are

Airs for single voices, which are distinguished from the

recitatives by a more regular and rhythmical melody.
The harmony, however, is barbarous, and the melody
would give no pleasure to modern ears. Very different,

however, is the case, with an Oratorio by the celebrated

Stradella, which was produced very soon after that

time ; for it, and the other works of this distinguished

person, though now known only to those who are

curious in musical history, contain traits of the highest

genius, and passages that will always be found beau-

tiful.

ALESSANDRO STRADELLA, remarkable not less for his

romantic and tragical history, than for his musical

genius, was born at Naples, in the earlier part of the

seventeenth century. While yet a young man, and

having acquired great reputation at Venice, he was em-

ployed by a nobleman of that city to give instructions

in music to a young lady of noble birth, named Hor-

tensia. She had been seduced from her family by this

nobleman, with whom she was living, when Stradella

was introduced to her acquaintance. She was beautiful

and accomplished; and, notwithstanding her unhappy
fall from virtue, must have possessed estimable, as well

as amiable qualities. A mutual passion sprung up in

the minds of the instructor and his pupil 3
and they

agreed to fly together from the house of her seducer.

The enraged Italian, on discovering their flight, deter-

mined that nothing but their death should satisfy his

vengeance ;
and hired two bravoes, with instructions to

follow them, and execute his purpose, wherever they
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should be found. They proceeded to Naples, the birth-

place of Stradella, supposing he would most probably

return thither. After a vain search, however, in that

city, they learned that he and the lady were living at

Rome, where she was regarded as his wife. They

applied to their employer for a recommendation to the

Venetian ambassador at Rome, in order that they might
find an asylum when the deed was perpetrated; and,

thus provided, they arrived at that city.

They soon discovered the residence of Stradella
; but,

hearing that an oratorio of his composition was to be

performed in one of the churches, in which he was

himself to sing, they determined to waylay and murder

him on his return home, in the darkness of the night.

They entered the church while Stradella was singing :

and such was the exquisite beauty and pathos of his

music, that these savages were melted by it
;
and they

could not bear to take the life of a man who had pro-

cured them ^uch sweet and unwonted emotions.
~
They

waited for him in the street
; but, instead of plunging

their poniards in his heart, informed him that such had,

indeed, been their purpose, which they now detested
;

and warned him to fly with his mistress to some place of

greater safety, for that the revenge of their enemy would

soon reach them there.

The lovers immediately hastened from Rome, and

took up their abode at Turin. The bravoes, returning to

their employer, told him that they had traced the

fugitives to Turin
;
but that, as the laws were exceed-

ingly severe in that place, and the chance of escape,

after the commission of such a deed, very difficult, they

would have no further concern in the matter. The

Venetian, however, was determined to persist in his

bloody purpose ;
and therefore engaged two other as-

sassins, on whom he could place more reliance, procuring
E
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for them letters of recommendation from the French

ambassador at Venice to the ambassador of the same

country at Turin, in the character of two merchants

who were led, by their commercial pursuits, to that

place. The murderers delivered their credentials, and

remained in the city, waiting for a favourable oppor-

tunity.

In the mean time, the duchess of Savoy, then regent
of the kingdom, having been informed of the story of

the lovers, and knowing the imminent danger in which

they were, placed Hortensia in a convent, and retained

Stradella in her service, giving him a residence in the

palace. After some time, Stradella's fears for his safety

began to abate
;
and one evening, having ventured to

walk on the ramparts of the town,, he was attacked by
two ruffians, who each stabbed him with a dagger, and

fled to the house of the French ambassador, as a sanc-

tuary. The news of this assault immediately reached the

duchess, who ordered the gates to be snut, and de-

manded the assassins .of the French ambassador, who
refused to give them up. Stradella's wounds, however,

proved not to be mortal
;

and the murderers were

allowed to escape, in order to put an end to the discus-

sion as to their delivery to justice.

The persecutor of this hapless pair remained implaca-

ble, and continued to have them constantly watched by

spies, whom he kept at Turin. A year elapsed after

Stradella's cure was completed ; and, no renewal of any

attempt having been made, he began to think himself

in safety. The duchess of Savoy, deeply interested in

the fate of the lovers, had them married in her palace,

and the prospect of happiness was now before them.

It was a deceitful prospect. Stradella, having to com-

pose an opera for Genoa, went to that city, carrying his

wife with him. The Venetian, informed by his spies, of



MURDER OF STRADELLA. 51

this movement, and finding that his victims were no

longer under the protection of the Duchess of Savoy,

despatched murderers, who, watching for an opportunity,

rushed into their chamber early one morning, and

stabbed them to the heart in each other's arms. The

murderers effected their escape, and were never more

heard of.

Of the truth of this strange and melancholy story, in

all its particulars, there seems to be no doubt. The

attempted assassination of Stradella at Turin made a

strong sensation over all Italy ;
and the recommendation

of the assassins, which M. d'Estrade, the French Am-
bassador at Venice, had been induced to give M. de

Viilars, his countryman in the same capacity, at Turin,

was the subject of an explanation between these func-

tionaries, which would have led to the delivery of the

murderers to justice had their attempt terminated

fatally. All the writers who relate the story concur in

the details which have now been given.

Stradella's death is generally said to have taken place

in 1670. But Burney, who had a copy of the opera

which he composed for Genoa immediately before his

murder, mentions that the dedication written by himself,

is dated Genoa, 16/8.

His oratorio, which has been already mentioned, and

which seems to have been the only one he composed, is

entitled Oratorio di San Giovanni Battista. The prin-

cipal personages are St. John, Herod, and Herodias his

daughter, to whom are given airs and duetts, intermixed

with chorusses. A specimen of this music is given by

Burney; and, when considered with reference to the

period when composed, it is admirable
;
the harmony

being pure, and the melody expressive and even graceful.

Besides this oratorio and the opera, composed for Genoa,
a number of detached vocal compositions of Stradella

E 2
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are still to be found in collections of musical antiquities
-

r

from a perusal of which it is evident that they served as

models for composers of a much later period.

The first secular or profane drama, wholly set to

music, or, in other words, the first opera, seems to have

been Dafne, composed by Jacopo Peri, and per-

formed at Florence in 1597. The dialogue in this piece

is sung, or declaimed in recitative similar to that em-

ployed, about the same time, in the sacred drama of

Ernilio del Cavaliere, between whom and Peri there was

a contest for the honour of the invention of recitative.

The way for this first attempt at a regular musical

drama seems to have been paved by Vincenzo Galilei,

who, a few years before, had set Dante's celebrated

episode of Count Ugolino to music for a single voice.

The success of Dafne induced Peri to compose the

music of Eurydice, which was performed at Florence in

1600, on the occasion of the marriage of Mary of

Medicis to Henry the Fourth of France. The recitative

in these operas is not, like that of modern times,

adapted to rapid and animated utterance
5

it is a sort of

languid and drawling melody, divested of rhythm ; but,

at that time, it must have had a novel and striking effect,

and argued great genius and originality in its inventor.

Before that period, there was nothing in music that

could have suggested it; and it has since been brought
to its present state by a long series of gradual improve-

ments. The only semblance of an air in this opera

consists in certain anacreontic verses sung by one of the

characters, the music of which is preceded by a short

symphony, and partakes of the dull and psalmodic cha-

racter which generally belonged to the airs of that day,

excepting the national airs, which then had not attracted

the notice of musicians.

The celebrated CLAUDIO MoNTEVERDE,whom we have
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already had occasion to mention as the boldest adventurer

of his time in the unexplored regions of harmony, was

also one of the first composers of operas. He set the

opera of Ariadne for the court of Mantua in 1606} and

Orfeo in 1607.

The following curious account of the first performance
of Operas at Rome, is given by a contemporary writer,

Pietro della Valle. After mentioning that a piece, com-

posed by a musician named Quagliati, was performed

by a company who perambulated the streets of Rome,
in a cart, during the Carnival of 1606, he says:
"
Though no more than five voices, or five instruments,

were employed, the exact number which an ambulant

cart could contain, yet these afforded great variety} as,

besides the dialogue of single voices, sometimes two, or

three, and at last all the five sung together, which had

an admirable effect. The music of this piece, as may
be seen in the copies of it that were afterwards printed,

though dramatic, was not all in simple recitative, which

would have been tiresome, but ornamented with beautiful

passages, and movements in measure, without deviating,

however, from the true theatrical style ;
on which account

it pleased extremely, as was manifest from the prodigious

concourse of people it drew after it, who, so far from

being tired, heard it performed five or six several times
;

there were some even who continued to follow our cart

to ten or twelve different places where it stopped, and

who never quitted us as long as we remained in the

street, which was from four o'clock in the evening till

after midnight." One cannot read this passage without

being amused with the primitive and Thespian manner

in which operas were first performed in modern Rome.

From the writings of Della Valle, it appears that

regular musicians were now collecting, and using the

national airs of different countries. He mentions the
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Neapolitan ballads as being very pretty ;
and adds that

he was, perhaps, the first who brought the Sicilian airs

to Rome, where, he says, they were as common and as

well sung as in Sicily itself. He speaks also of Spanish,

Portuguese, and other foreign airs, as being then recently

known at Rome; and mentions his having formed a

collection of Persian, Turkish, Arabian, and Indian

tunes. This practice contributed greatly to the rapid

improvement in melody, which now became every day
more flowing, graceful, and natural.

The opera, very soon after its introduction, became a

favourite entertainment over Italy, and employed the

talents of a great number of composers during the

seventeenth century, who once enjoyed great celebrity ;

but their works are long since totally lost, and nothing
is known regarding them but their names, an enumera-

tion of which would be uninteresting and useless. One
of those operas, however, may be noticed, on account

of the splendour with which it was got up. It was the

opera of Berenice, composed by DOMENICO FRESCHI,
and performed at Padua in 1 680. From the account of

the decorations contained in the printed edition of the

piece, it appears that there were chorusses of one

hundred virgins, one hundred soldiers, one hundred

horsemen in iron armour, forty cornet-players, and six

trumpeters on horseback, six drummers, six ensigns,

six sackbuts, six great flutes, six minstrels, playing on

Turkish instruments, six others on octave flutes, six

pages, three Serjeants, six cymbalists, twelve huntsmen,
twelve grooms, six coachmen for the triumph, six others

for the procession, two lions led by two Turks, two

elephants by two others, Berenice's triumphal car drawn

by four horses, six other cars with prisoners and spoils,

drawn by twelve horses, and six coaches for the pro-
cession. The scenery and machinery are described as
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being on a scale of magnitude and splendour, of which,

even in these days of spectacle, we can hardly form a

conception. Among other things, there were stables

with an hundred live horses
;
a forest for hunting, with

representations of every species of chase, as of the wild

boar, the stag, and the bear. At the end of the third

act, an enormous globe descended from the sky, which,

opening, divided itself into two other globes that were

suspended in the air
;
and on these globes were repre-

sentations of Time, Fame, Virtue, and other allegorical

figures. We complain, that in our day the talents of

the poet, musician, and performer, are of less conse-

quence in the theatre than those of the machinist and

scene-painter ;
and that, in our operas, instead of enjoy-

ing the melody of beautiful voices, supported by a

delicate and harmonious orchestra, we are deafened by
the brazen clangor of Rossini's Turkish bands. But all

this is nothing to the glare that must have dazzled the

eyes, and the uproar that must have astounded the ears,

of the spectators of this ancient opera of Berenice.

The talents of the greatest Italian composers of the

seventeenth century were chiefly exhibited in. the com-

position of Cantatas. The cantata of those days was for

a single voice, and consisted of a mixture of recitative

and air, like the scenes of the musical drama, by which

it appears to have been suggested. The singer either

accompanied himself, or was accompanied by another

performer, on a single instrument, as the harpsichord,

violoncello, or violin.

Among those who distinguished themselves in this

species of composition, one of the oldest, as well as the

greatest, was GIACOMO CARISSIMI. Of the life of this

great musician very little appears to be known. He

began to be celebrated about the year 1 635 j
and was

maestro
t

di capella of the German college at Rome.
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His productions are very numerous, consisting of sacred

and secular cantatas, and motets, or sacred compositions
for several voices

; many of which are still preserved,

and frequently performed by the lovers of good music of

the old school.

Carissimi greatly improved recitative. He deprived it,

in a great measure, of the formal closes or cadences

which it had in common with the airs of that time, and

rendered it more articulate and expressive, by adopting
the accents and inflexions of speech. In his airs, too,

there is a simplicity, pathos, and flow of melody which

are still, and, we apprehend, will always be sufficient to

give delight to unperverted taste. Many of his works

are preserved in the British Museum, and in the collec-

tion made by Dr. Aldrich, at Christ's Church, Oxford
;

and are still sung by those who continue to enjoy the

vocal compositions of the great old masters of Italy and

Germany, as well as England. One of the greatest of

his compositions is the sacred drama of Jephtha, which

is admirable for its clear and simple harmony, its grace-

ful melody, and dramatic expression. The daughter
and her attendants going out to meet her victorious

father, their fatal meeting, the anguish of the warrior

and his child, and the lamentations of the people, are

expressed with the utmost truth and pathos, and, if

sung by great performers, would still be most powerful

in effect. The air, in which Jephtha's daughter bewails

her unhappy fate, is exquisite ; and, of the chorus of

the people, Plorate fili& Israel, it is enough to say, that

Handel has made it the foundation of the chorus, Hear

Jacob's God ' in his Oratorio of Sampson.

Several of Carissimi's motets are still sung in our

Cathedrals, in the form of anthems, with English words

by Dr. Aldrich. One of these, / am well pleased, is

generally known. Dr. Aldrich was an enthusiastic ad-
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mirer of the sacred compositions of the old Italian

school
;
and had a singular felicity in naturalizing some

of its finest productions. Two of Palestrina's motets

have thus been adapted by him, and are still sung as

anthems in our cathedrals, the one to the words begin-

ning God, Thou art my God, and the other, We have

heard with our ears, Lord !

A graceful and elegant duet by this composer, Dite, O
Cieli, is still to be found among amateurs of the class

which we have just described. Dr. Blow's celebrated

song, Go, perjured Man, the most pleasing of his works,

is a close imitation of it. In all the copies of Dr. Blow's

song, the words do not make sense
j
but the song is to

be found in the Hesperides of Herrick
;

a collection of

poems which had fallen into utter oblivion until within

these few years, when they have been reprinted, and

have attracted considerable attention more, we con-

ceive, than they deserve
;

for the book is truly an
" unweeded garden," containing a few flowers in a wil-

derness of base and unseemly trash. This song is one

of the best things in the collection : there is something
wild and original in the conclusion.

Go, perjur'd man, and if thou e'er return

To see the small remainder of my urn,

When thou shalt laugh at my religious dust,

And ask, where's now the colour, form, and trust

Of woman's beauty ; and, with hand more rude,

Rifle the flowers which the virgins strew'd ;

Know, I have pray'd to Fury, that the wind

May blow my ashes up, and strike thee blind !

It is to Carissimi that a celebrated saying, become

proverbial in all the fine arts, is ascribed. Being praised
for the graceful ease of his melodies, he is said to have

replied ;

" Ah ! questo facile quanta e difficile!"

MARC' ANTONIO CESTI, who was a scholar of Ca-
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rissimi, composed many beautiful cantatas, of which

there is a collection in Christ's Church, Oxford. Sir

John Hawkins gives, as a specimen of this composer, a

little duet,
" Cara e dolce Liberta," so flowing and grace-

ful, that it resembles the Italian melody of a full century

later. The same period produced several other excellent

writers of this class, whom, with a few exceptions, we
must pass over without particular notice.

SALVATOR ROSA was the celebrated painter ;
and it

appears that his genius for music was not inferior to

that for the art which he professed. Music was his

earliest passion, and maintained its place in his mind,

along with poetry and painting, during his whole life.

He is, perhaps, the most remarkable instance, that ever

has occurred of the union of these sister arts in the

same person. He was educated for the church
;

but

his ardent and impetuous temperament was ill suited

to the austerities of a monastic life. In his youth,

before he devoted himself to painting, he was distin-

guished for his performance on the lute, and used to

gratify both his musical and amorous propensities by

serenading the objects of his transient attachments.

"Many," says Lady Morgan, in her Life of Salvator

Rosa,
" of those gay and gaillard figures, which, in after-

life, escaped from his graphic pencil and rapid graver,

with hair and feather floating in the breeze, are said

to have been but copies of himself, as he stood niched

under the shadow of a balcony, or reclined on the

prow of a felucca, singing to his lute, the charms or

cruelty of some listening Irene or Chloris of the mo-

ment."

Rosa afterwards turned his attention to painting, as a

profession, but, for a time, failed of success. The

foundation of his popularity, even in this art, was laid

by his talents for music and poetry, and his extraordi-



SALVATOR ROSA. 59

nary powers as a buffoon, or comic actor. We quote
from Lady Morgan's work, which, notwithstanding
the affectation of which she can never divest herself,

is very clever and entertaining, an account of the cir-

cumstance which made him a favourite, and a lion, at

Rome.

"Towards the end of the carnival of 1639, when the

spirits of the revellers (as is always the case in Rome)
were making a brilliant rally for the representations of

the last week, a car, or stage, highly ornamented,

drawn by oxen, and occupied by a masked troop, at-

tracted universal attention by its novelty and singular

representations. The principal personage announced

himself as a certain Signer Formica, a Neapolitan actor,

and appeared in the character of Coviello. Coviello,

one of the " seven masks" of Italy, or national dramatic

characters, is the theatrical representative of the Cala-

brians. The wit of Coviello, therefore, is supposed to

be as sharp as the air of his native Abruzzi. Adroit

and vain-glorious, a Proteus in character, language, and

manner, he still preserves his native accent and habit j

and his black velvet jacket and pantaloons,] studded

with silver buttons and rich embroidery, were well cal-

culated to set off the handsome person of the wearer, if

he happened to possess one, and to give to his figure a

certain air of elegance, strongly contrasted with his

conventional mask, with its crimson cheeks, black nose

and forehead. The present representative of this cha-

racter displayed so much genuine wit, such bitter satire,

and exquisite humour, rendered doubly effective by
a Neapolitan accent, and '

i motivi dei lazzi nazionali,' or

national gesticulations, that other representations were

abandoned
;
and Gipsies told fortunes, and Jews hung

in vain. The whole population of Rome gradually
assembled round the novel, the inimitable Formica.
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The people relished his flashes of splenetic humour
aimed at the great; the higher orders were delighted
with an improvisatore, who, in the intervals of his dia-

logues, sung to the lute, of which he was a perfect

master, the Neapolitan hallads then so much in vogue.
The attempts made by his fellow-revellers to obtain

some share of the plaudits he so abundantly received

were all abortive
; while, says Baldinucci,

' come capo di

tutti, e pur spiritoso, e ben parlante, con bei ghiribizzi e

lazzi spiritosi teneva a se mezza Roma,' at the head of

every thing, by his wit, eloquence, and brilliant humour,
he drew half Rome to himself. He collected about him,

says Passeri, the whole of the Roman population, to

whom he gave the most humorous recipes. It is sup-

posed that he borrowed the technicalities of these

recipes from Giovanni Breccio, a celebrated Roman

physician of that day. The contrast between his beau-

tiful musical and poetical compositions, and those

Neapolitan gesticulations in which he indulged, when,

laying aside his lute, he presented his vials and salves to

the delighted audience, exhibited a versatility of genius,

which it was difficult to attribute to any individual then

known in Rome. Guesses and suppositions were still

vainly circulating among all classes, when, on the close of

the carnival, Formica, ere he drove his triumphal car from

the Piazza Navona, which, with one of the streets in the

Trastevere, had been the principal scene of his triumph,

ordered his troop to raise their masks, and, removing
his own, discovered that Coviello was the sublime author

of the Prometheus, and his little troop the '

partlgianV

of Salvator Rosa. All Rome was from this moment, to

use a phrase which all his biographers have adopted,

'filled with his fame.' That notoriety which his high

genius had failed to procure for him, was obtained at

once by those lighter talents, which he had nearly
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suffered to fall into neglect, while more elevated views

had filled his mind."

It does not belong to a work on music to enter into

much biographical detail respecting a great painter. It

is sufficient to say, that Salvator Rosa rapidly acquired

fame and fortune
;
and that music was his solace in all

his labours and difficulties. Si dilettb, says Baldinucci,

one of his biographers, in oltre mode della musica, e suonb

il Into.

We are indebted to Dr. Burney for a knowledge of

Salvator Rosa's musical compositions.
"
Among the

musical manuscripts," says he,
"
purchased at Rome, in

1770, one that ranks the highest in my own favour, was

the music-book of Salvator Rosa, the painter, in which

are contained, not only many airs and cantatas, set by

Carissimi, Cesti, Luigi, Cavalli, Legrenzi, Capellini,

Pasqualini, and Baudini, of which the words of several

are by Salvator Rosa
;
but eight entire cantatas, written,

set, and transcribed, by the celebrated painter himself.

The book was purchased of his grand-daughter, who

inhabited the house in which her ancestor lived and died.

The hand-writing was ascertained by collation with his

letters and satires, of which the originals are still pre-

served by his descendants." Of the poetry and music,

by Rosa himself, contained in this collection, Burney

gives several specimens. The poetry is of a very high
order

5
in some parts gloomy, bitter, and satirical

;
in

others, possessing the wild imagination which charac-

terizes his pencilj and sometimes tender and beautiful.

One of the cantatas is the incantation of a female dis-

tracted with love, disappointment, and revenge. She

composes a charm by means of all the diabolical ingre-

dients of the witches' caldron in Macbeth, the enumeration

of which is contained in verses of great energy. There

is another, of which the words are very beautiful.
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After promising eternal constancy to his mistress, he

says,

E se la natura, avara

Del suo mortal tesoro,

Da questo crin mai ti rubasse 1'oro,

Povero, ma contento,

Lo vedro bianco,

E 1'amerb d' argento* .

The melodies of Rosa, given by Burney, are very
beautiful and expressive. One of them, notwithstanding
the difference of measure, reminds us much of Purcell's

air in the Beggar s Opera,
"
Virgins are like the fair

flower 5" and, from the excellence of the basses which

are set to them, it appears, that, in knowledge of the art,

as well as genius, he was not behind the best composers
of his day.

ALESSANDRO SCARLATTI was born at Naples in 1650.

His first essays in composition were made at Vienna,

where he had the greatest success as a writer, both for

the church and the theatre. After spending some years

in travelling through Germany and Italy, he returned to

Naples, where he seems to have spent the rest of his

long life. He died there in 1/28, at the age of 78.

Scarlatti, like most great authors, was a very voluminous

one
;
he is said to have composed a hundred operas,

and an immense number of oratorios and masses, all of

which are now lost
;
but many of his cantatas survive,

*
Burney's translation of these pretty lines is somewhat flat ;

but the following, which we find in The Harmonicon for May,

1824, is elegant:
If Time, penurious of his treasure,

Shall steal the gold from that bright hair,

Poor, but contented, still with pleasure

I shall behold the whiteness there

Nay, love the simple silver more

Than e'er I prized the richer ore.
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and are still the admiration of the greatest musicians.

His imagination was so fertile, and the variety of new

and beautiful passages which he produced was so great,

that his manner was copied, and his ideas borrowed, by
the most distinguished composers, for more than a cen-

tury after his death. His cantatas were accompanied on

the harpsichord, or the violoncello
;
and the basses, which

were thus frequently the sole accompaniment, had a

richness and variety rarely to be found in modern vocal

music. Geminiani used to relate, that Franchischelli, a

celebrated performer on the violoncello, accompanied one

of these cantatas at Rome so admirably, while Scarlatti

himself played the harpsichord, that the company, having
the usual share of Catholic superstition, were firmly per-

suaded that it was not Franchischelli who was playing

the violoncello, but an angel that had descended, and had

assumed his shape.

Scarlatti's cantatas are well known to the lovers of the

old Italian music. They are exceedingly difficult, both

to sing and to accompany; requiring, in the singer, much

taste, judgment, and expression, and in the accompanist,

not only the utmost delicacy, but a knowledge of har-

mony, which is very seldom conferred by the present

system of musical education. When so performed, how-

ever, they never fail to delight those who can feel the

highest beauties of music.

GREGORIO ALLEGRI, the composer of the celebrated

Miserere, of the effects of which, when performed in the

Pope's chapel, so many accounts have been given by
travellers in Italy, was of the family of Correggio, the

painter, who also bore the name of Allegri. Of this

composer little more is known than that he was ad-

mitted into the Pope's chapel in 1629, and died in 1652.

He was buried in the chapel of Santo Filippo Neri, in the

Chiesa Nuova at Rome, which is now the common place
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of interment for the singers in the Pontifical chapel.

The following striking epitaph is engraved on its

walls :

Cantores pontificii,

Ne quos vivos

Concors melodia junxit,

Mortuos corporis discors resolutio dissolveret,

Hie una condi voluere*.

The Miserere of Allegri is to be found in different col-

lections
; and, among others, in Choron's Collection of

Classical Music. It is a piece of very plain and simple

harmony; and its appearance on paper, or its effect when

sung in the ordinary way, give no idea of the impression

made by it, when performed in the Pope's chapel, where

it has been annually heard, in passion-week, ever since

the time it was composed. But there it is sung by a

body of musicians, who are trained to give it effect, by
certain traditional modes of swelling and diminishing the

sounds by accelerating or retarding the measure, &c.,

according to the expression of the different verses
;
and

the effect is further heightened by adventitious circum-

stances. The pope and cardinals are prostrated on the

ground, the lights are extinguished one by one, showing
more and more dimly the appalling figures of Michael

Angelo's Last Judgment ;
the music becomes slower and

slower, and more and more faint, till at last the sounds

are almost inaudible, and are followed by a profound
silence. It is easy to conceive, that a strain of simple

*
It is difficult to translate the musical phraseology of this epi-

taph ; but its sentiment may be conveyed thus :

The pontifical singers,

In order that

The harmony which united them in life

May not be broken by their separation in death,
Wish to rest together in this place.
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harmony, sung in such a manner, and with such accom-

panying circumstances, may excite the strongest feelings

of religious awe.

The following anecdote, regarding this Miserere, is told

by Dr. Burney, in his Musical Tour in Italy, and is

confirmed by other writers :

" The emperor, Leopold the First, not only a lover

and patron of music, but a good composer himself,

ordered his ambassador at Rome to entreat the Pope to

permit him to have a copy of the celebrated Miserere of

Allegri, for the use of the Imperial Chapel at Vienna
;

which being granted, a copy was made by the master of

the Pope's chapel, and sent to the emperor, who had

then in his service some of the first singers of the age ;

but, notwithstanding the abilities of the performers, this

composition was so far from answering the expectations

of the emperor and his court, that he concluded the

Pope's Maestro di Capella, in order to keep it a mystery,
had put a trick upon him, and sent him another compo-
sition. Upon which, in great wrath, he sent an express

to his holiness, with a complaint against the Maestro di

Capella, which occasioned his immediate disgrace and dis-

mission from the service of the Papal chapel : and in so

great a degree was the Pope offended at the supposed

imposition of his composer, that, for a long time, he

would neither see him, nor hear his defence. However,
at length, the poor man got one of the cardinals to plead
his cause, and to acquaint his holiness, that the style of

singing in his chapel, particularly in performing the

Miserere, was such as could not be expressed by notes,

nor taught or transmitted to any other place, but by

example ;
for which reason, the piece in question, though

faithfully transcribed, must fail in its effect when per-

formed elsewhere. His holiness did not understand

music, and could hardly comprehend how the same

F
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^
notes should sound so differently in different places;

however, he ordered his Maestro di Capella to write down
his defence, in order to be sent to Vienna, which was

done; and the emperor, seeing no' other way of grati-

fying his wishes with respect to this composition, begged
of the Pope, that some of the musicians in the service of

his holiness might be sent to Vienna, to instruct those

in the service of his chapel, how to perform the Miserere

of Allegri, in the same expressive manner as in the Sis-

tine chapel at Rome, which was granted. But, before

they arrived, a war broke out with the Turks, which

called the emperor from Vienna; and the Miserere has

never yet, perhaps, been truly performed, but in the

Pope's chapel."
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CHAPTER IV.

MUSIC IN GERMAN? AND FRANCE DURING THE SEVEN-

TEENTH CENTURY. KEISER. LULLI.

GERMANY, during the seventeenth century, produced a

great number of excellent musicians, several ofwhom once

enjoyed high reputation, but their works are now utterly

forgotten, and little more is known of them than their

names, a catalogue of which would be wholly uninte-

resting. At that period, the music of the Germans was

distinguished by learning and depth, rather than facility

and grace ; by intricate combinations of harmony, rather

than flowing and expressive air. This, indeed, is in a

considerable degree, the character of the German music

to this day, when compared with that of Italy. But the

more recent German composers have drawn from the

fountain of Italian melody, draughts which have

awakened their imagination and refined their taste;

their music has gained beauty and simplicity, without

losing the richness of its harmony. In saying this, we
mean it to apply to those only who have studied the

Italian models
j
for it is undeniable, that much of the

German music is still dry and overlaboured, abounding
in rugged combinations, and deficient in smooth and

agreeable strains
; partaking too much, in short, of the

qualities of saur-kraut, to all but German tastes. We
mean our remark to apply to all the music of Mozart ;

to most of that of Haydn; to those parts of all the

greatest works of Beethoven, where the most enchanting
strains of melody come upon the ear, through his wild

and gloomy masses of sound, like gleams of sunshine

through the clouds and darkness of an April sky ; and,

finally, to the best and happiest effusions of Weber and

Spohr.

F2
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At the period, however, of which we now speak, the

German music had received none of this sweetening in-

fusion
;
and therefore, it is not surprising that the works

of many composers, illustrious in their day, should now
be forgotten, even in their own country. The com-

positions of their great organists, and writers for the

church, are still occasionally made use of. But of all

their dramatic productions, not a vestige now remains,

though it appears that this species of music was ex-

tensively cultivated.

The German princes began to have operas performed
at their courts early in the seventeenth century ;

and

some of these were by Italian composers brought into

Germany for that purpose. The first opera, however,

performed on a public stage, was at Hamburgh, in 1678.

It was Orontes, by Thiel
;
and the same year, a sacred

drama was performed, called Adam and Eve. The

greatest German composer of that period, was REISER,
a man, who, though now sunk in oblivion, once enjoyed
a splendid reputation. He kept possession of the Ham-

burgh stage for upwards of forty years, and wrote a

hundred and eighteen operas, besides innumerable cantatas,

and other detached pieces of music. He was born in

1673, and died in 1739. Burney, who had examined

some of his works, speaks in high terms of his skill and

originality, but says, that he was deficient in grace and

facility. The celebrated Hasse said to Dr. Burney, that
" Reiser was one of the greatest musicians the world

had ever seen."

Music was little cultivated in France during the seven-

teenth century. It was not till near the end of it, that

the genius of LULLI conferred importance upon the art.

Before his time, indeed, some Italian operas had been

performed at court
;
and some attempts had been made

to set French dramatic poetry to music. But the French
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writers themselves admit, that, before Lulli, they had no

music that deserves the name. "
Lulli," says Voltaire,

"fut le pere de la vraie musique en France." He was

an Italian by birth, but his name belongs entirely to the

history of French music.

JEAN BAPTISTS LULLI, the son of a peasant in the

neighbourhood of Florence, was born in 1633. As he

manifested, even in his infancy, a disposition for music,

a Cordelier undertook to give him some instructions in

playing the guitar. At this time, the Chevalier de Guise

arrived at Florence
; and, having had a commission from

Mademoiselle de Montpensier to find her some pretty

Italian boy, to serve her as a page, he conceived that

Lulli would answer the purpose, thinking that the home-

liness of his appearance would be made up for by his

vivacity, wit, and skill in playing on the guitar. In this,

however, he was mistaken. Lulli's mean appearance did

not please the lady ; who, instead of retaining him about

her person, sent him into her kitchen, to serve in the

capacity of a sous-marmiton, or scullion. This was in

1646, when Lulli was thirteen years old.

In his leisure hours, he used to be scraping on a

miserable violin, to the annoyance of his fellow-servants.

But it would appear that he made great progress ;
for a

nobleman, happening to hear him, told the princess that

she had a kitchen-boy of remarkable musical talents.

She was induced by this report to have him regularly

taught the violin
;
and he improved so rapidly, that he

was admitted into the king's band of twenty-four violins.

In a little time he was able to compose j
and some of

his airs attracted the notice of the king, who, on hearing

him play on the violin, was so pleased with his per-

formance, that he established a new band, and placed
him at the head of it. Lulli's new band soon eclipsed the

famous "
four-and-twenty fiddlers j" and it must have
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been no difficult matter
;

for such (according to M. de la

Borde) was the ignorance of the musicians of that day,
that they could not play a note which they had not pre-

viously got by heart. At this time, the favourite enter-

tainments at the court of France, were ballets, which

consisted of dancing, intermixed with dramatic action,

and musical recitative. Louis the Fourteenth himself

used to dance in these ballets
;
and Lulli gained his

favour by the airs which he composed for the dances,

the only species of music which the king understood or

relished.

Louis, however, though possessed of no taste for

music, considered the establishment of an opera neces-

sary for the splendour of his court. He was determined

to have an opera in France that should surpass that of

Italy. A French musical theatre, after the model of the

opera of Venice, was accordingly established in 1669 j

and Lulli was soon afterwards appointed composer.

Though coarse, both in appearance and manners, he had

not only, by this time, gained the favour of the public,

but had also contrived to make himself so agreeable to

the king, that he would hear no music by any other

composer. The celebrated Quinault was at the same

time employed to write the dramas
;
and the result was

the production of a great many operas, the joint works

of the poet and musician, which enjoyed uninterrupted

favour in France for nearly a century. <

After his appointment to the place of superintendent

of the king's music, Lulli neglected the violin so much,
that he did not even keep one in his house

j
and could

hardly ever be prevailed upon to play, notwithstanding

the earnest entreaties of the most distinguished persons

about the court. The Mare"chal de Grammont had a

valet named Lalande, who afterwards became a great

violin player. One day, after dinner, the Marechal de-
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sired Lulli to hear Lalande, and give him a few instruc-

tions. Lalande played accordingly ;
but Lulli, when-

ever he did not please him, snatched the instrument out

of his hand, began to play by way of teaching him, and

worked himself up to such a pitch of enthusiasm by his

own music, that he did not lay down the violin for three

hours. The calling in of his servant was probably a

device of the Marechal to get Lulli to play; like the

manoeuvre which Mr. Russell, in his Tour in Germany,

tells us was practised in his presence, to obtain a similar

favour from Beethoven, then grown deaf and wayward.

Similar things are related of others, and are very

likely to happen where the musician is not a mere per-

former, but one who uses his instrument as the means

of expressing his own ideas and feelings. With such

men, sitting down to perform is a serious matter
;

it is

preparing to compose, as well as deliver, a piece of

poetry, requiring not only a severe intellectual labour,

but attended with great excitement and consequent ex-

haustion. Even those musicians who are most distin-

guished for urbanity, find this a task to which they must

be often disinclined, and for which they are often unfit
;

and we cannot be surprised, therefore, that such an

effort should be often unwillingly made. Nor can we be

surprised at the ardour with which, when the train of his

ideas is once begun, and his imagination and feelings are

roused, the musician pursues his occupation, or the

length to which he carries it.

The favour which Lulli enjoyed during his life-time

was immense. The king not only granted him a patent

of nobility, but conferred on him the charge of stcrttaire

du roi (an honorary appointment), and bestowed many
other favours on him. The men of letters vied with each

other in extolling him ;
and it was the fashion of a lite-

rary party, headed by Boileau, to exalt him at the
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expense of his fellow-labourer Quinault, whose poetry,

though its beauties are now recognised, was treated by
them with contempt. Voltaire accounts for this in-

justice, by saying, that the poets were jealous of the poet,

but not of the musician. Boileau reproaches Qumault
with

" ces lieux communs de morale lubrique,

Que Lulli re'chauffa des sons de sa musique ;"

though (says Voltaire), Quinault's language did much
more to warm Lulli's music, than his notes to warm

Quinault's poetry. Lulli was the arbiter elegantiarum at

court, in everything relating to his art. Moliere, in

the comedy of Les Fdcheux, makes a courtier say,

Baptiste le tres-cher,

N'a point vu ma Courante, et je vais le chercher."

The burlesque Italian poetry, introduced by Moliere

into his Pourceaugnac, and his Bourgeois Gentilhomme, is

said to have been written for him by Lulli. It is related

of Boileau, that, going into the opera-house one evening,

he said to the box-keeper,
"

Sir, put me where I may
hear the music without the words

;
I like Lulli's music

very much, but have a supreme contempt for Quinault's

verses." Quinault's verses, however, still live, and are

read with pleasure ;
while Lulli's music is forgotten.

In 1687, Lulli composed a Te Deum for the king's

recovery from a dangerous illness
;
but it caused his

own death. During its performance, while beating time

with the cane which he used for that purpose, he struck

his toe, and the hurt, from his bad habit of body, became

so alarming, that amputation of the foot was advised.

He fell into the hands of a quack, however, who under-

took to cure him without having recourse to this expe-

dient
;
and the consequence was a mortification, which

proved fatal. During his illness, his confessor refused
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him absolution unless he would atone for the sins of his

past life by committing to the flames the opera on which

he was then employed. He at first refused, but at

length submitted, and pointed to the drawer which con-

tained the score of his Achille et Polixene, whichwas accord-

ingly taken out and thrown into the fire. He appeared
to be getting better, and was thought to be out of danger.

One of the young princes de Veiidflme, who was fond of

him, came to pay him a visit, and, in the course of con-

versation said,
"
Why, Baptiste, have you been such a

fool as to burn your new opera?" "Hush, hush!"

whispered the composer,
"

I have got another copy of

it !" This ill-timed pleasantry, unhappily, was followed

by a relapse ;
and the prospect of death occasioned such

remorse, that he submitted to the penance of being laid

on a heap of ashes, with a cord about his neck. In this

situation, he expressed the utmost penitence for his late

transgression ; and, being replaced on his bed, expired,

singing to one of his own airs, the words, "II faut

mourir, pecheur, il faut mourir !" This unfinished opera
was completed by another composer, and published after

his death.

In person, Lulli was rather thick and short. His

complexion was dark, and his features very far from

handsome
;
but his face had the expression of spirit and

talent. He had not the politeness which might have

been expected from so long a residence at the French

court; but he was gay and good-humoured, and his

deportment was not without dignity. He was too much
addicted to the pleasures of the table. It is related, that,

when he was at the point of death, the Chevalier de

Lorraine desired to see him on the plea of long friend-

ship, and was admitted. Madame Lulli, however, with

more warmth than discretion, broke out in her husband's

presence with, "Yes, indeed, you are one of his best
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friends ! It was you who last made him drunk, and
are the cause of his death." " My dear wife," said

Lulli, interrupting her,
" M. le chevalier was cer-

tainly the last who made me drunk, and, if I recover,

shall be the first to do so again!" He was fond of

money, and left behind him a sum equal to twenty-
six thousand pounds sterling an immense sum at that

period. He was called a miser by the extravagant
courtiers

;
but his defence of his parsimony was that

of a sensible man. "
I will not imitate those who give

costly banquets to noblemen and get laughed at for

their pains." He had much vivacity and wit, and told

a story with admirable humour
; qualities which more

than made up to his guests for the absence of splendour
and profusion.

Lulli appears to have deserved his celebrity. His

style was not formed upon that of his countrymen, for

he left Italy too young to have acquired any musical

impressions. He formed a style for himself, both in

recitative and in air. His recitatives were considered by
his countrymen as inimitable, while his airs were com-

paratively undervalued, on account of their simplicity.

Voltaire, who, no musician himself, repeats the senti-

ments current on the subject, says that Lulli's airs did

not correspond to the excellence of his great scenes :

they were too like the old Christmas- carols, or Vene-

tian barcaroles ; but his feeble music was sufficient for

the taste of the times. His recitative, on the other

hand, Voltaire continues, was so admirable, that even

Rameau never could equal it. This criticism is entirely

in the French taste of that day. Lulli's airs, because

they had the simple and natural character of national

music, were despised, when compared to those dry and

elaborate productions which Rameau called airs, and

which were infinitely admired by his countrymen,
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though without either measure or melody. Now, Ra-

meau's airs are intolerable even to a Frenchman
;
while

the airs of Lulli are so easy and unaffected that they
are calculated still to give pleasure to every uncorrupted
taste. His music is extremely rare, and difficult to be

met with
;
but a specimen of it, a scene from the tra-

gedy, opera, or serious play of Proserpine, is to be found

in the Harmonicon for 1823. It consists of an intro-

ductory symphony, an air sung by Proserpine, and a

chorus of nymphs for three voices. Its effect, when

performed, is charming. This specimen, it is remarked,
"
will show that even Purcell did not disdain to imitate

the compositions of the favourite of Louis le Grand ;"

and the justice of the remark will be felt by every one who
knows Purcell's dramatic music. Lulli, though not the

inventor of opera-overtures, made great improvements
in their form and style ;

and it is generally agreed that

his style was imitated by Handel, in the overtures to

many of his Italian operas.

Lull's music kept possession of the French stage till

the middle of the last century, when it was superseded

by that of Rarneau
j
who was considered as having com-

menced a new era in music, both by his discoveries in

the science, and by his compositions. His musical

system, which, for a time, was universally adopted, is

now, however, recognised to be fallacious and useless ;

and his compositions are forgotten, even in France.

And we shall afterwards see that the French are in-

debted, for their present excellent school, entirely to the

Italian and German composers who were induced to

settle among them.
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CHAPTER V.

MUSIC IN ENGLAND IN THE SEVENTEENTH CENTURY. MUSIC

AT THE BEGINNING OF THE CENTURY. MASQUES. MIL-

TON'S COMUS. HENRY LAWES. WILLIAM LAWES. ABOLI-

TION OF EPISCOPACY, AND DISCOURAGEMENT OF MUSIC

DURING THE COMMONWEALTH. RESTORATION. MATTHEW
LOCK. MUSIC IN MACBETH. BLOW. WISE. MACE. MAT-

TEIS.

OF the English music of the earlier part of the seven-

teenth century, which still survives, the principal portion

was composed for the church, by the great harmonists

whom we have already mentioned as having flourished

towards the end of the sixteenth
; Tallis, Bird, Morley,

&c., and their successors. The music used for social

amusement, at this period, consisted chiefly of madrigals,

for a number of voices, composed, in general, by the

same persons whom we have mentioned. About this

time, too, those amusing little musical jeux d'esprit, so

well known by the name of Catches, appear to have

made their appearance. The first collection of catches

that was printed in England is dated in 1609.

At that time we had no dramatic music, properly so

called. It was customary, however, to have music

between the acts of plays, and to introduce songs, &c.

incidentally in them. The plays of Shakspeare are full

of music, introduced in this way; and his beautiful

allusions to its pleasures and effects are innumerable.

None of the airs, however, to which his songs were

originally sung, are preserved. But, from a few stray

specimens of the melody of that age, which have been

preserved, we may conclude that they would afford small

pleasure to modern ears.

Music received little encouragement from James the

First, who had no taste for any of the fine arts. His
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unhappy son, Charles the First, had much pleasure in

music, particularly that for the church, and was a

liberal patron of musical talent. During the earlier and

tranquil part of his reign, Masques were a favourite

amusement at court; and his queen, Henrietta, who

possessed the fondness of her native country for dramatic

exhibitions, frequently represented the principal cha-

racter herself. These masques, which were made up of

poetry, music, dancing, and splendid displays of machi-

nery, appear, notwithstanding the queen's country, to

have been chiefly of British manufacture. The poetry
was generally written by Ben Jonson, their poet-laureate ;

the music composed by Henry Lawesj and the machi-

nery constructed by Inigo Jones.

This fashion of representing masques gave occasion to

the immortal Comus of Milton. It was written for the

purpose of being performed by the younger members of

the noble family of Bridgewater, at Ludlow Castle
;
and

the subject of it is said to have been taken from an

accident which befell these young people themselves.

They had been benighted in a wood, and the lady Alice

Egerton (who performed the part of The Lady) had been

lost for some time. It was represented in 1634; and

published by Lawes, the composer of the music, in

1637.

HENRY LAWES, at this time, enjoyed a reputation,

which, though short-lived, was very brilliant. He was

employed to set to music the best lyrical poetry of the

age ;
and the most distinguished writers vied with each

other in expressing admiration of his genius. Milton,

in particular, has repeatedly eulogized him in the most

beautiful language. For example, in Comus, the attendant

spirit says,
" but I must put off

These my sky robes, spun out of Iris' woof,
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And take the weed and likeness of a swain,

That to the service of this house belongs*,

Who, with his soft pipe, and smooth-dittied song,

Well knows to still the wild winds when they roar,

And hush the waving woods ."

Notwithstanding the general admiration which Lawes's

music obtained, and the praise bestowed upon it by Mil-

ton, whose natural taste had received all the cultivation

which Italy could bestow, Burney speaks very contemp-

tuously of this composer. The specimen which he has

given (the song,
" Sweet Echo," in Comus), certainly

justifies, in some respects, his opinion ;
but this specimen

is a very unfavourable one
;

for other songs might have

been chosen, which possess pleasing melody and correct

expression. His style, however, in consequence of the

rapid improvement of music, soon became antiquated ;

and Comus was set a second time, very beautifully, by
Dr. Arne, a century ago.

Henry Lawes had a brother, William, who was also a

composer of some note. He was one of the musicians

of Charles the First, who was so much attached to him,

that, when he was killed by a random shot at the siege

of Chester, his majesty wore mourning for him. His

epitaph (not at all meant to be ludicrous), is a pretty

good specimen of the quibbling spirit which infected

every species of composition, sermons included, in those

days.
" Concord is conquer'd ; in this urn there lies

The master of great musick's mysteries ;

And in it is a Riddle like the Cause,

Will Lawes was slain by those whose Wills were Lawes."

The civil dissensions, which ended in the subversion

of monarchy, and the death of the king, put an entire

* Lawes was then a retainer of the Bridgewater family, and

played the part of the swain Thyrsis, in Comus.
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stop, for a long time, to the improvement of the fine arts

in England. The liturgy of the Church of England,
and the cathedral service, were abolished in 1 643

;
the

church-books were destroyed ;
the organs taken down

;

and the organists and singers belonging to the churches,

turned out of their places. Nothing was allowed in the

churches but the psalmody of the Presbyterians ; and,

as the gloomy fanaticism of the Puritans proscribed

every sort of light and profane music as a pastime or

amusement, the art, for a time, may be said to have

been banished from the land. Cromwell himself, how-

ever, was fond of music, and frequently indulged himself

in hearing it. When the organ at Magdalen College,

Oxford, was taken down, he ordered it to be conveyed
to Hampton Court, where it was placed in the great

gallery j
and one of his favourite amusements was hear-

ing it played upon. It was carried back to its original

place after the Restoration.

The gossiping annalist, Anthony a Wood, tells a story

of a student of Christ-church, James Quin, who had

been turned out of his place, and restored to it in con-

sequence of Cromwell hearing him sing.
"
Being well

acquainted" says Wood,
" with some great men of those

times that loved musick, they introduced him into the

company of Oliver Cromwell, the Protector, who loved

a good voice and instrumental music well. He heard

him sing with very great delight ; liquored him with

sack, and in conclusion, said, Mr. Quin, you have done

very well, what shall I do for you ? To which Quin
made answer, with great compliments, of which he had

command, with a great grace, that his highness would

be pleased to restore him to his student's place ;
which

he did accordingly, and so kept it to his dying day."

Milton, notwithstanding his hostility to episcopacy,

and his zeal in behalf of the Presbyterian party, was not
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only a passionate lover of music, but has, in his Pen-

seroso, given us a most beautiful description of that very

species of music, the use of which he contributed to

abolish :

" But let my due feet never fail

To walk the cloister's studious pale,

And love the high embower'd roof,

With antique pillars massy proof,

And storied windows richly dight,

Casting a dim religious light.

There let the pealing organ blow

To the full-voiced choir below,
In service high, and anthem clear,

As may with sweetness, through mine ear,

Dissolve me into ecstasies,

And bring all Heav'n before mine eyes."

Cromwell and Milton, though they thus concurred in

proscribing the use, in churches, of an art, to the charms

of which the one was far from insensible, and the other

devotedly attached, certainly acted from very different

motives. Cromwell gained distinction, and at last,

supreme power, by following the signs of the times, and

affecting a degree of fanaticism which did not really

belong to his character. Milton had imbibed opinions

hostile to the government of the established church, long
before there was any prospect of its subversion

;
and

when the contest began, his share in it was the result of

those opinions. Their soundness may well be questioned ;

but his character forbids the slightest doubt of their

sincerity.

At the Restoration, some of the gentlemen of Charles

the First's Chapel, who still survived, were replaced in

their former station. Among these was Henry Lawes,

who, however, survived the Restoration but a short

time. Though Charles the Second restored the musical
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establishment of his chapel, and increased their salaries,

yet his characteristic negligence seems to have been

exhibited in this, as well as in other departments of

his administration. In Pepys's Diary, under the date of

December 19th, 1666, there is this entry: "Talked of

the king's family with Mr. Kingston the organist. He

says many of the musique are ready to starve, they

being five years behind-hand for their wages : nay,

Evans, the famous man upon the harp, having not his

equal in the world, did the other day die from mere

want, and was fain to be buried at the alms of the

parish."

The taste of Charles the Second, in music, as in every

thing else, was French. He had French operas per-

formed at court, and established a band of twenty-four

violins, in imitation of the king's band at Paris, which

gave occasion to D'Urfey's famous song of " Four-and-

twenty fiddlers all in a row." Italian music, however,

began now to be heard a little in England. This appears

from the following passage in Pepys's Diary :
"
January

12th, 1667. With my lord Brouncke to his house,

there to hear some Italian musique, and here we met

Tom Killigrew. Sir Robert Murray, and the Italian,

signer Baptista*, who hath proposed a play in Italian

for the opera, which Sir T. Killigrew do intend to have

up ;
and here he did sing one of the acts. He himself

is the poet as well as the musician, and did sing the

whole from the words without any musique prickt, and

played all along upon a harpsicon, most admirably, and

the composition most excellent. The words I did not

understand, and so know not how they are fitted, but

believe very well, and all in the recitativo very fine. But

I perceive there is a proper accent in every country's dis-

course, and that do reach in their setting of notes to

*
Baptista Draghi, an eminent Italian dramatic composer.

G
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words, which, therefore, cannot be natural to any body
else but them

;
so that I am not so much smitten with

it as it may be I should be if I were acquainted with

their accent. But the whole composition is certainly

most excellent
5
and the poetry, Sir T. Killigrew and

Sir R. Murray, who understood the words, did say most

excellent. I confess I was mightily pleased with the

musique*." What follows contains a good account of

the state of music in England at that time.
" He (Sir

T. Killigrew) tells me that he hath gone several times

(eight or ten times he tells me) hence to Rome, to hear

good musique ;
so much he loves it, though he never did

sing or play a note. That he hath ever endeavoured, in

the late king's time, and in this, to introduce good

musique ;
but he never could do it, there never having

been any musique here better than ballads and songs,
' Hermitt Poore,' and

'

Chiny Chase,' (qu. Chevy Chase?)
was all the musique we had

;
and yet no ordinary fiddlers

get so much money as ours do here, which speaks our

rudeness still."

The most distinguished musician of the reign of

Charles the Second, was MATTHEW LOCK. He was a

native of Exeter, and a chorister in the cathedral of that

city. He appears, early in life, to have acquired repu-

tation
;

as we find that he was employed to compose the

music for the public entry of the king, at the Restoration
;

and that he was soon afterwards appointed composer in

ordinary to his majesty. The history of his life is with-

out interest; he appears to have been of an irascible,

rough, and disputatious temper, and to have been, con-

sequently, engaged in petty controversies, which are not

worth recording. He composed the music to several

dramatic pieces. Of these, the Tempest and Psyche were

*
It does not appear, however, that this Italian Opera was ever

I'epresented.
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published in 1673. They are very much in the French

style of the day ;
and the composer was probably induced,

by the predilection of the king for that style, to take

Lulli for his model. In the celebrated music in Macbeth,

however, which was produced in 1674, he appears to

have freed himself from these trammels; and to have

followed the impulse of his own bold and original genius.

Burney speaks of the "rude and wild excellence" of this

music. Of its excellence one cannot speak too highly ;

but the epithet
" rude" is surely misapplied. Its masses

of harmony are very grand and imposing, and, at the

same time, clear, simple, and correct; while there is, in

the melodies, a smoothness and flow, of which the music

of that time affords no other example. The words are

set with great judgment and propriety ;
so that the music,

as in the passage,
"
Speak, sisters, speak, is the deed

done ?" heightens the energy of the declamation; and, in

the song,
" Let's have a dance upon the heath," there is

as much airiness as if it had been written within these

twenty years. Lock's music has been performed at every

representation of the play, since the period of its com-

position to the present day ;
it has resisted the influence

of time and the changes of fashion, and continues

to be heard with unabated pleasure, a proof, notwith-

standing the numerous apparent instances to the con-

trary, that there are permanent beauties in music, as well

as in poetry, or painting ;
and that musicians may hope

to write for immortality, when once they seek the beau-

ties of their art in the immutable laws of nature and

reason, when once they give their attention to the

symmetry, grace, and expression of the figure itself,

instead of the fashion of its attire.

Among the musicians who flourished during the reigns

of Charles the Second, and his successor, one of the most

distinguished was Dr. JOHN BLOW
; many of whose

G 2
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compositions for the church are much esteemed, and

still performed in our cathedrals. He wrote in a bold,

and often in a grand style ;
but his harmony was incor-

rect, and he indulged in crude and harsh combinations.

He composed many songs and ballads, all of which are

forgotten, except his
"
Go, perjured man," which we had

occasion to mention in speaking of the music of

Carissimi.

MICHAEL WISE was also an eminent composer for

the church, and has left some admirable anthems. The

famous duet,
" Old Chiron thus preached to his pupil

Achilles," is of his composition. Wise, who seems to

have possessed the habits of too many of the tuneful

tribe, was killed by a watchman, in a street-brawl at

Salisbury, in 1687.

Some notice is due to THOMAS MACE, the author of a

very singular work, entitled Music s Monument, published

in 1676. Mace had some merit as a performer on the

lute, and a composer for that instrument; and his book

contains, not only instructions for performing on the

lute, but a dissertation on music in general, written in a

style of unparalleled absurdity. He tells us, that the

psalm-singing at the siege of York, in 1 644,
" was the

most excellent that has been known or remembered any
where in these our latter ages. Abundance of people of

the best rank and quality being shut up in the city,

namely, lords, knights, and gentlemen of the countries

round about, besides the souldiers and citizens, who, all

or most of them, came constantly every Sunday to hear

public prayers and sermon, the number was so exceeding

great, that the church was (as I may say) even cramming
and squeezing-full. Now here you must take notice that

they had then a custom in that church (which I hear not

of in any other cathedral which was), that always before

the sermon, the whole congregation sang a psalm, together
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with the quire and the organ ;
and you must also know,

that there was then a most excellent-large-plump-lusty-full-

speaking organ, which cost (as I am credibly informed)

a thousand pounds. This organ, I say (when the psalm
was set before the sermon), being let out into all its

fullness of stops, together with the quire, began the psalm.

But when that vast-conchording unity of the whole congre-

gational-chorus, came (as I may say) thundering in, even

so as it made the very ground shake under us
; (oh the

unutterable ravishing soul's delight !) in the which I was so

transported, and wrapt up into high contemplation, that

there was no room left in my whole man, namely, body

and spirit, for any thing below divine and heavenly

raptures."

In this inimitable style Master Mace generally writes
;

but the following passage is an exception, and is, we

think, very pleasing. Speaking of a little air, or lesson,

for the lute, he says,
"

It is this very winter just forty

years since I made it
;
and yet it is new because all like

it
;
and then when I was past being a suitor to my best-

beloved, dearest and sweetest living mistress, but not

married, yet contriving the best and readiest way towards

it, and thus it was. That very night in which I was

thus agitated in my mind concerning her, my living

mistress, she being in Yorkshire and myself at Cam-

bridge, close shut up in my chamber, still and quiet,

about ten or eleven o'clock at night, musing and writing
letters to her, her mother, and some other friends

;
in

summing up and determining the whole matter con-

cerning our marriage ; you may conceive I might have

very intent thoughts all that time, and might meet with

some difficulties, for as yet I had not gained her mother's

consent, so that in my writings I was sometimes put to

my studyings. At which times, my lute lying on my
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table, I sometimes took it up and walked about my
chamber, letting my fancy drive which way it would,
for I studied nothing at that time as to musick

; yet my
secret genius or fancy prompted my fingers, do what I

could, into this very humour, so that every time I walked

and took up my lute, in the interim betwixt writing and

studying, this ayre would needs offer itself unto me con-

tinually ; insomuch, that at the last, liking it well, and

lest it should be lost, I took paper and set it down, taking
no further notice of at that time ; but afterwards it passed
abroad for a very pleasant and delightful ayre among all ;

yet I gave it no name till a long time after
;
nor taking

more notice of it in any particular kind, than of any
other my composures of that nature. But after I was

married, and had brought my wife home to Cambridge,
it so fell out that one rainy morning I staid within, and

in my chamber my wife and I were all alone
;
she intent

upon her needle works, and I playing upon my lute at

the table by her. She sat very still and quiet, listening

to all I played, without a word a long time, till at last I

happened to play this lesson, which, as soon as I had

once played, she earnestly desired me to play it again ;

'

for,' said she,
' that shall be called my lesson.' From

which words, so spoken with emphasis and accent, it

presently came into my remembrance the time when,
and the occasion of its being produced, and returned her

this answer, namely, that it may very properly be called

your lesson, for when I composed it you were wholly
in my fancy, and the chief object and ruler of my
thoughts ; telling her how and when it was made

; and,

therefore, ever after, I thus called it my mistress, and

most ofmy scholars since call it
' Mrs. Mace' to this day."

This is a sweet picture of domestic happiness ;
and it

is curious to observe, that the old man, looking back, at
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the distance of forty years, to the happiest moments of

his youth, uses the simple language of tenderness and

feeling, and

Projicit ampullas et sesquipedalia verba.

Mace appears to have lived to a great age a conse-

quence, probably, of the innocent life and the gentle

and cheerful disposition which his writings indicate.

From a curious advertisement of his, preserved in the

British Museum, and quoted by Burney, it appears that

he was alive in 1690, when he was seventy-seven years

of age.

Another musician of that age deserves notice, as

being the first really good performer on the violin, and

composer for that instrument, who appeared in England,
and as having introduced the engraving of music into

this country. This was NICOLA MATTEIS, an Italian,

who came to England in the latter part of the reign of

Charles the Second. In the manuscript Memoirs of

Music, written by the honourable Roger North, brother

of the lord-keeper North, to which Dr. Burney had

access, and which supplied him with much information,

there is the following account of this musician :

"The decay of French music, and favour of the

Italian, came on by degrees. Its beginning was acciden-

tal, and occasioned by the arrival of Nicola Matteis. He
was an excellent musician, and performed wonderfully
on the violin. His manner was singular, but he excelled,

in one respect, all that had been heard in England
before : his manner of bowing, his shakes, divisions,

and, indeed, his whole style of performance was sur-

prising, and every stroke of his bow was a mouthful.

All he played was of his own composition, which mani-

fested him to be a very exquisite harmonist, and of a

boundless fancy and invention.
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" When he first came here he was very poor, but not

so poor as proud ;
which prevented his being heard, or

making useful acquaintance for a long time, except

among a few merchants in the city, who patronised him*.

And setting a high value on his condescension, he made
them indemnify him for the want of more general

favour. By degrees, however, he was more noticed, and

was introduced to perform at court. But his de-

meanour did not please, and he was thought capricious

and troublesome, as he took offence, if any one whis-

pered when he played, which was a kind of attention

that had not been much in fashion at our court. It

was said that the duke of Richmond would have settled

a pension upon him, though he wished him to change
his manner of playing, and would needs have one of

his pages show him a better. Matteis, for the sake of

the jest, condescended to take lessons of the page,

but learned so fast, that he soon outran him in his own

way.
"But he continued so outrageous in his demands, par-

ticularly for his solos, that few would comply with them,
and he remained in narrow circumstances and obscurity

a long while. Nor would his superior talents ever have

contributed to better his fortune, had it not been for the

zeal and friendly offices of two or three dilettanti, his

admirers. These, becoming acquainted with him, and

courting him in his own way, had an opportunity of

describing to him the temper of the English ; who, if

humoured would be liberal : but, if uncivilly treated,

would be sulky, and despise him and his talents : as-

suring him that by a little complaisance he would

* The city is still distinguished for its liberal patronage of

music, and for the great number of its able and intelligent

dilettanti.
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neither want employment nor money. By advice so

reasonable, they at length brought him into such good

temper, that he became generally esteemed and sought
after.

" After this, he discovered a way of acquiring money,
which was then perfectly new in this country. For,

observing how much his scholars admired the les-

sons he composed for them, which were all duos, and

that most musical gentlemen who heard them wished

to have copies of them, he was at the expense of

having them neatly engraved on copperplates, in oblong

octavo, which was the beginning of engraving music

in England : and these he presented, well bound, to

lovers of the art, and admirers of his talents, for

which he often received three, four, and five guineas.

And so great were his encouragement and profits in this

species of traffic, that he printed four several books of

Ayres for the Violin, in the same form and size."

Burney tells us, that Matteis' reputation and abilities

having enabled him to accumulate wealth, or to live in

splendour, he chose the latter, took a great house, and

lived so luxuriously that he brought on diseases which

soon put an end to his life.

Making allowance for Mr. North's want of oppor-

tunity to know what were the powers of a great violin-

player, by comparing Matteis with the great players,

who had, by this time, appeared in Italy, there can

be no doubt, from the above description, that Matteis

must have infinitely surpassed any player who had
hitherto been heard in England. Matteis, however,

though his own performance was much esteemed, does

not appear to have formed other good violin-players in

England. Mr. North mentions that, in his own time,

his compositions, from their difficulty, were thought

impracticable ; and that, while the lovers of music
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admired his playing, no one else pretended to do the

like. The instrumental compositions of Pureell at this

period were evidently written for performers quite un-

acquainted with the powers of the violin.

It only remains, in treating of the English music of

the seventeenth century, to speak of PURCELL, the

greatest musician whom England has produced, during

that, or any other period.



91

CHAPTER VI.

PlTRCELL.

HENRY PURCELL was born in the year 1658. His fa-

ther, Henry Purcell, was a musician of some note, and

one of the gentlemen of the Chapel-royal, as established

by Charles the Second at the Restoration. There is a

song, for three voices, of his composition, in Playford's

Musical Companion, which does not indicate much genius.

He had a brother, Thomas, who was also a gentleman
of the Chapel-royal. Dr. Boyce, in his great collection

of cathedral music, has preserved a chant, by him,

called The Burial Chant, which is simple, and melan-

choly in its expression.

Purcell lost his father when he was only six years

old. It is not ascertained who was his first instructor

in music
; but, most probably, it it was Cook, who was

master of the children of the chapel at the time of his

father's death. He afterwards received lessons from the

celebrated Dr. Blow; a circumstance that was consi-

dered of so much importance in the life of that com-

poser, that, in the inscription on his tomb it is mentioned

that he was " Master to the famous Mr. Henry Purcell."

Purcell resembled Mozart, in the precocity of his ge-

nius, as well as the shortness of his life. While yet a

singing-boy in the King's Chapel, and before he could

have been taught any thing more than the elements of

singing, the force of his genius enabled him to produce
several anthems, so beautiful, that they have been pre-

served, and are still sung in our cathedrals. To be able

to produce a piece of correct and regular harmony,
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however simple, even in the case of superior minds,

is generally the result of long study and application ; but,

to beings like Purcell and Mozart music seems to have

no rules. What others consider the most profound and

learned combinations, are, with them, the dictates of

imagination and feeling, as much as the simplest strain

of melody.

In 1676, when only in his eighteenth year, Purcell

was appointed organist of Westminster Abbey, then, as

now, a situation of dignity and importance. At the age

of nineteen, he composed the music of a drama called

Dido and Eneas, which was considered so excellent, that

any composer then in England would have thought it

an honour to be the author of it. This piece was writ-

ten at the desire of a dancing-master of some eminence,

of the name of Priest, who seems to have been a person
of more than ordinary taste. He got Tate to write the

drama, and Purcell to set it to music
;
and it was re-

presented by the young gentlewomen who attended his

school, to a select party of their parents and friends,

with great applause, a considerable portion of which fell

to the share of the composer. At twenty-four, he was

advanced to one of the three places of organist of the

Chapel-royal.

In the year 1683, Purcell published twelve sonatas for

the violin, in which he professed to imitate the style of

the Italian masters, who had produced compositions of

this kind. At that time, the works of Corelli were not

known in England ;
and Purcell's model was, probably,

Bassani, who was Corelli' s master. These compositions

are worthy of preservation and occasional performance,

as they will please from their ingenuity of contrivance,

and from the excellent modulations, and good traits of

melody, in which they abound, notwithstanding the want

of knowledge of the powers of the instrument which
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they indicate. But it is impossible to compose, with

effect, for any instrument, without being a masterly per-

former on it. It is by the hand upon the instrument

that new and original passages are suggested ;
and those

who have not this advantage either write passages that

are awkward and ineffective, or, in wishing to avoid this

fault, are constrained to adhere to a timid imitation of

the passages which they find in the works of able per-

formers. From inattention to this, much talent has

been wasted, and a great deal of estimable music pro-

duced in vain
;

for no music, for the harpsichord, piano-

forte, violin, or violoncello, has been successful, unless

when composed by powerful or original performers on

those instruments.

At the time, however, when Purcell composed these

sonatas, the powers of the violin were unknown to every-

body in England, as much as to him
;
and they had

merit enough to make them be well received by the

public. He was, therefore, induced to publish another

set, one of which was considered so excellent, that it

obtained the name of The Golden Sonata ; and it is easy

to see, that in those days, its effect must have been

highly novel and delightful.

Purcell's ecclesiastical education led him to the com-

position of anthems, and other pieces for the church
;

which were so admirable, and became so numerous, that

his fame soon spread over all the parts of the kingdom.
One of the most celebrated of his anthems was com-

posed as a thanksgiving by Charles the Second for an

escape from shipwreck. Being on board a pleasure-

yacht, with his brother the duke of York, they encoun-

tered a tremendous storm, and were in imminent danger;
which produced such an impression on the king's mind,

that, with a feeling of piety too little usual with him, he

selected some appropriate verses, and ordered Purcell to
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set them as an anthem of thanksgiving. To this circum-

stance we owe the sublime "
They that go down to the sea

in Ships." In 1687, when James the Second issued a

proclamation for a thanksgiving on account of the sup-

posed pregnancy of the queen, Purcell was chosen, as the

greatest musician in England, to compose an anthem on

the occasion; and he accordingly produced that which

begins
" Blessed are they which fear the Lord," and

which is justly accounted a great and masterly work.

The noblest, however, of all Purcell's sacred composi-
tions is, his Te Deum and Jubilate; a magnificent piece of

choral music, with accompaniments, for the first time in

England, for an instrumental orchestra. Various opinions

have been held concerning the occasion of this great

work. It has been said, that it was composed for the

opening of the new cathedral of St. Paul's, though
Purcell did not live to see that event. But Dr. Burney
has set the matter at rest, by quoting the title of the

printed copy preserved in the library of Christ Church,

Oxford
;

" Te Deum and Jubilate, for voices and instru-

ments, made for St. Cecilia's day, 1694, by Henry

Purcell," This admirable composition was constantly

performed at St. Paul's, on the feast of the Sons of the

Clergy, from the death of the author, in 1695, till the

year 1713, when Handel's Te Deum, for the peace of

Utrecht was produced, by order of queen Anne. From

this time they seem to have been performed alternately ;

till 1 743, when Handel composed his second and most

magnificent Te Deum for the battle of Dettingen. Since

that time Purcell's Te Deum has been very seldom used
;

a circumstance to be regretted, but not to be won-

dered at, as the stupendous Dettingen Te Deum has

thrown into the shade all former compositions of that

nature.

Purcell's genius was not limited to the ecclesiastical
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style. Like Mozart in this, as in many other respects,

he was equally great in his compositions for the church,

the theatre, and the chamber. The only dissimilarity

between them, in this respect, was, that Purcell was not,

like Mozart, equally great as a composer of instrumental

music. Mozart was born at a time when instrumental

music had been carried to great perfection, and was not

only a great performer on the piano-forte, but had

studied the powers and aptitudes of almost every other

instrument. But Purcell could neither become a great

instrumental performer himself, nor acquire a knowledge
of the powers of instruments

; because, in his day, no

such knowledge existed in England.
The occasion of Purcell's first dramatic essay has

already been mentioned. The excellence and success of

the music of Dido and Eneas drew the attention of the

managers of the theatres towards him
; they made him

proposals, to which, by the advice of his friend Priest,

he listened.

About this time, dramatic performances, called operas,

began to be introduced in England. The name of this

entertainment was borrowed from the Italians
;
but it

differed from the Italian opera in this, that the dialogue

was merely declaimed, or spoken, and songs and instru-

mental pieces were introduced at intervals, while, in the

Italian opera, the whole performance was in music.

Indeed we have never had, in England, an entertainment

corresponding to the opera of the Italians
; for, even to

this day, our operas are merely plays, in which the

dialogue is intermixed with songs and concerted pieces.

The few attempts that have been made to introduce reci-

tative upon the English stage, have not been so successful

as to lead to its adoption. The only opera of this kind,

that acquired popularity, was Artaxerxes, which is a

translation of the opera of Metastasio; but its success is
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to be ascribed to the pleasing character of the airs, and

certainly not to the felicity of the attempt to clothe

English poetry in recitative. That the English language,

however, is capable of recitative, there can be no doubt;

though the attempt to compose an entire drama, in this

style, has never yet been made by any one capable of the

task. But, had Purcell ever had an opportunity of

throwing the more impassioned parts of the dialogue
into recitative, we are persuaded he would have altered

the history of our musical drama : for, in the recitative,

which he has introduced in many of his compositions,

he has seized, so happily, the emphasis, accents, and

inflexions of English speech, as to heighten the energy
of the passion or sentiment conveyed by the words.

In Purcell's time, however, the task of the composer
for the stage, was merely to write the music for such

songs, &c., as were scattered, at intervals, through the

play. Of this kind of music, we have already mentioned

that which was written for the Tempest, and Macbeth, by
Lock. In 1677, D'Avenant wrote a dramatic opera,

called Circe, the music of which was composed by John

Banister, the king's first violin-player. The prologue

was written by Dryden, and the epilogue by the Earl of

Rochester. In 1678, Dryden wrote an opera, taken from

the Paradise Lost of Milton, and called The State of Inno-

cence and Fall of Man; a production unworthy of him.

It was never represented. In 1685, the last year of

Charles the Second's reign, Dryden produced a sort of

political play, which he calls an opera, entitled Albion

and Albanius ; the object of which was to support the

interest of the government, by satirizing what was con-

sidered the democratical and fanatical spirit, which, by
that time, was beginning to shake the throne of the

Stuarts. To render this piece still more agreeable to his

royal master, Dryden had it set by an obscure French



PURCELL. 97

musician, of the name of Grabut, whom he eulogizes in

the preface. The king, however, died before this piece

was brought on the stage; and, when it did appear, its

success was not considerable. It could not, indeed, have

been great, whatever might have been the merit of the

play, considering its tendency, as contrasted with the

temper of the times.

The preface to this piece, notwithstanding the author's

injustice in lauding an obscure French musician of no

merit, to the prejudice of Purcell, is characterized by

Dryden's usual excellence in this species of writing.

Though he scarcely could have ever seen or heard an

Italian opera, yet the clearness of his conceptions, as to

what ought to be the form and construction of these

dramas, is admirable. In this preface Dryden mentions,

that " this opera was only intended as a prologue to a

play of the nature of the Tempest; which is a tragedy

mixed with opera, or a drama written in blank verse,

adorned with scenes, machines, songs, and dances
;
so

that the fable of it is all spoken and acted by the best of

the comedians
;
the other part of the entertainment to

be performed by the same singers and dancers who are

introduced in this present opera." Dr. Burney says :

" The tragedy here alluded to was King Arthur, which

was not performed till about the year 1690." But this

seems to be a mistake. King Arthur by no means cor-

responds to the description of the tragedy thus announced

by Dryden ;
but the play which Dryden meant was

evidently his alteration of Shakspeare's Tempest, which

he manufactured into a drama corresponding precisely

to the above description, and which appeared in 1690,

before King Arthur, which appeared in 1691.

Dryden appears, by this time, to have been convinced

of Purcell's pre-eminent excellence; for the music, both

in the Tempest and in King Arthur, was composed by
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him. Pur-cell's music is still introduced when the Tempest
is performed; and King Arthur was, a few years ago,

revived, under the title of Arthur and Emmeline, with great

success.

The play of Dioclesian, or the Prophetess, altered from

Beaumont and Fletcher, with music by Purcell, was

performed in 1690, and published in 1691, with a dedi-

cation by the composer to the duke of Somerset, in

which he says,
" Music is yet in its nonage, a forward

child, which gives hopes of what he may be hereafter in

England, when the masters of it shall find more encou-

ragement. It is now," he continues,
"
learning Italian,

which is its best master, and studying a little of the French

air, to give it somewhat more of gaiety and fashion."

In accordance with these sentiments, he made the great

Italian masters, particularly Carissimi and Stradella, his

models
;
and his works afford indications of his having

studied the compositions of Lulli. In another place, he

has admirably expressed his opinion of the Italian music,

and given his reasons for imitating it :

" For its author,

he has faithfully endeavoured a just imitation of the most

far-famed Italian masters, principally to bring the

seriousness and gravity of that kind of music into vogue
and reputation among our countrymen, whose humour,
'tis time now should begin to loathe the levity and

balladry of our neighbours. The attempt he confesses

to be bold and daring; there being pens and artists of

more eminent abilities, much better qualified for the

employment than his or himself, which he hopes these

weak endeavours will, in due time, provoke and inflame

to a more accurate undertaking. He is not ashamed to

own his unskilfulness in the Italian language, but that

is the unhappiness of his education, which cannot justly

be counted his fault; however, he thinks he may war-

rantably affirm, that he is not mistaken in the power of
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the Italian notes, or the elegancy of their compositions."

There is much meaning in the phrase,
" a just imitation

of the Italian masters:" Purcell's imitation did not

consist in stringing together fragments of Italian melody,
and trying to force these into a union with English
words. He studied the genius of the Italian music

;

observed that its excellencies consisted in its smoothness

and expression, and in the exquisite adaptation of the

melody to what may be called the accent and modulation

of the Italian language ;
and he endeavoured to give to

his own music corresponding qualities. It thus arises,

that Purcell's music, while it does possess the excellencies

of the Italian music which he studied, is perfectly

original, and much more truly and essentially English
than that of any composer who has appeared before or

since. This play of Dioclesian contains the celebrated

air of
" Britons strike home j" a warlike strain that has

long taken its place among the national music of

England.

Among the other dramatic pieces to which Purcell

furnished the music, were the following: The Fairy

Queen, altered from Shakspeare's Midsummer Night's

Dream; Timon of Athens; Bonduca; The Libertine; and

Don Quixote. He also composed the music of a masque,
which was introduced in the tragedy of (Edipus, when it

was revived in 1692
;
and a musical entertainment, per-

formed on St. Cecilia's day, November 22, 1693, which

was published, in score, by Playford.

The remainder of his compositions consist of a great
number of single songs and duets, pieces for the harpsi-

chord, airs for ballads, and glees and catches.

Little has been recorded, and there was probably little

to record, concerning the circumstances of Purcell's life.

From the number and variety of his compositions, he

must have been much devoted to the exercise of his art;

H 2
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though he appears to have been gay and good-humoured,
and of social habits. He is accused, indeed, and it would

seem with too much foundation, of having been led by
this disposition to form intimacies with mean and disso-

lute persons, to the injury both of his health and

circumstances. Among his companions of this stamp
was the celebrated Tom Brown, so well known for his

wit and profligacy. Brown absolutely lived in alehouses

and taverns, employing his ingenuity in baffling his

creditors and their emissaries, the bailiffs
j
and Purcell,

with others who delighted in the brilliancy of his conver-

sation, were too often the partakers of his vigils. The

house of one Owen Swan, a vintner, in Bartholomew-

lane, called Cobweb-hall, was also a favourite resort of

the musical wits of the day ;
as likewise was a house in

Wych-street, in the Strand, which, for a very long time

after, was distinguished by the sign of Purcell's head;

a very good half-length portrait of the composer, in a

brown coat, full-bottomed wig, and green cap.

Purcell's intercourse with society, however, was by no

means limited to persons of the above description. The

lord-keeper North, and other persons of rank, were

among his friends. Pepys, in his Diary, speaks of being

in his society. Dryden was warmly attached to him,

an attachment arising partly from kindred genius and

their connexion in the capacities of poet and musician,

and partly from Purcell having been the master of the

poet's wife, the lady Elizabeth Howard, daughter of the

earl of Berkshire.

He died on the 21st of November, 1695, at the age of

thirty-seven. His death is commonly ascribed to a cold,

occasioned by being kept too long at his own door, one

evening, when he came home. It is said that his wife,

provoked at his habit of keeping late hours, had ordered

the servants not to admit him after midnight. Unfor-
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tunately he came home from a tavern, heated with wine,

beyond the prescribed hour, was kept for some time at.

the door, in a cold night, and contracted the disease of

which he died. This story, so shocking to the memory
of his widow, does not seem to be authenticated, and we
are not inclined to believe it. If she could have treated

her husband with such harshness as to cause his death,

the expressions of grief and tenderness, in her dedication

to lady Elizabeth Howard, prefixed to the posthumous

publication of his works, must have been a piece of

hypocrisy revolting to everybody, at a time when, if

there was any foundation for the story, it must have

been well known. Besides, Purcell, in his will, made on

his death-bed, and dated on the 1st of November, after

reciting that he was in sound mind, though very ill in con-

stitution, leaves all his effects to his loving wife Frances,

and appoints her his sole executrix
;
a mark of his love

and affection, which he would hardly have shown, had

he felt himself dying in consequence of her unkind treat-

ment. It may be added, that his phrase, ill in constitu-

tion, corroborates the opinion that his death was occa-

sioned by a consumption or decline, probably produced,
or at least aggravated, by intemperance and irregular

hours.

It is not known what was the number of Purcell's

children. He had a son, Edward, who was bred a

musician, became an indifferent organist, and died about

the year 1751. That he had more children may be

inferred from his widow's dedication already mentioned,
in which she expresses her gratitude to lady Elizabeth

Howard for having extended her generosity to his poste-

rity; and the same phrase confirms the inference which

may be made from the irregularity of his habits, that he

had left his family ill-provided for.

He was buried in Westminster Abbey. In the dedi-
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cation already quoted, his widow says that " her ladyship
had generously prevented her intended performance of

the duty she owed his ashes, by erecting a fair monu-

ment over him, and gracing it with an inscription which

may perpetuate both the marble and his memory."
From this it might be concluded, even did the inscription

not afford intrinsic evidence of the fact, that it was the

production of Dryden. No epitaph has ever surpassed
it in beauty.

Here lies

HENRY PURCELL, Esq.
Who left this life

And is gone to that blessed place

Where only his own harmony can be exceeded.

Obiit 2 lino, die Novembris,
Anno setatis suae 37mo.

Annoque Domini 1695.

The works of Purcell are still dear to every lover of

English music
;

and we are convinced that time, in

place of consigning them to oblivion, will render them

more and more popular. A number of his finest an-

thems are continued in Dr. Boyce's great collection

of cathedral music
;

and there is hardly any recent

collection of sacred music in which some of his pro-

ductions are not to be found. The publications of his

compositions for the church, in his own time, are ex-

ceedingly rare and difficult of access. But Mr. Novello,

who has so highly distinguished himself by his noble

editions of the masses of Haydn and Mozart, the Fitz-

william music, &c. has recently completed a magnificent

edition of Purcell's sacred music. Soon after his

death, a selection of his most popular songs, duets, &c.

was published by his widow, with the aid of a large

subscription, under the title of the Orpheus Britannicus.

The first edition of this celebrated work, being hastily
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brought out, was very imperfect ;
but a second edition

was published in 1702, which was more correct, and

contained a better selection. In the same year, an

additional volume was published, edited by Henry

Playford. Many copies of the Orpheus Britannicus are

still extant, but they are very scarce and valuable.

There is, however, a modern publication, in two volumes,

intituled The Beauties of Purcell, which contains a great

number of his finest productions. His catches, rounds,

&c. are to be found in every collection of that kind of

music.

Purcell's sacred music is of the greatest merit
j
but

England is so rich in noble compositions of this kind,

by native artists, besides the transcendent works of

Handel, that Purcell does not stand alone in sacred

music, as he does in his vocal music for the theatre and

the chamber. Here he remains, and probably will long

remain absolutely unrivalled by English musicians.

He almost created this species of music in England, and

at once raised it to a pitch of excellence which none of

his successors have even approached.
In the charming music of the Tempest, how exqui-

sitely has he accomplished the seemingly impossible

task of realizing the description of the enchanted isle, as

being
full of noises,

Sounds and sweet airs, that give delight and hurt not !

The light and melodious " Come unto these yellow

sands," and the solemn and unearthly chorus of in-

visible spirits,
" Full fathom five," seem to be the very

" sounds and sweet airs" that the poet himself must have

imagined as proceeding from Prospero's aerial minstrels.

Of a similar character is the music of the spirits in King
Arthur. The extreme delicacy of the air sung by the fairy,

Philidel,
"
Hither, this way," is finely contrasted with
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the roughness of the answer,
" Let not a moon-born elf

mislead you," by the malignant spirit Grimbald. The

duet in which the hero is tempted by the two "
daughters

of an aged stream," is truly enchanting ;
and his power

of resisting such accents is felt to be one of the brightest

triumphs of his virtue. The air,
" Fairest isle, all isles

excelling," is a melody worthy of Mozart in his hap-

piest moments.

One of the finest specimens of Purcell's wonderful

power of expression is the song, written for the charac-

ter of Cardenio in Don Quixote,
" Let the dreadful

engines of eternal will." The transitions of the maniac,

from the ravings of fury, to the ardour of love, the

tender recollection of his lost happiness, and finally, the

bitterness of hatred, are expressed with an energy and

power to which we know no parallel in English music.

The words,

Then sung the nightingale and lark,

Around us all was sweet and gay,

We ne'er grew sad till it grew dark,

And nothing fear'd but parting day;

are uttered with accents which it would require firm

nerves to listen to with composure. This magnificent song

used to be a favourite with some of the great singers of

past days; but is now hardly ever attempted. Yet

how finely would it display the highest powers of

Braham !

A counterpart to this is the song "From rosy

bowers," which is said to have been written during the

last sickness of the composer. It was sung in the

character of Altisidora, in the second part of Don Quixote;

though the extreme sweetness and pathos of the music

would rather indicate the author's intention to express

the real feelings of a heart, broken and crazed from

slighted love, than the mere quizzing of the Duchess'
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witty damsel. This song, too, was a favourite of the

great singers of a former age.
" Mad Bess" has been very rarely sung since the

days of Madame Mara
;

but those who have heard her

performance of that cantata, will never forget it. It

used to be sung by every great female singer before her

time, by Mrs. Sheridan, Mrs. Bates, &c. The disuse

of all these great and expressive compositions, the per-

formance of which, besides voice and execution, requires

intellectual power, and consummate musical knowledge,

argues little in favour of the improvement of singing in

our time; but they will be sung to enraptured audiences

long after the fashionable favourites of the present day
are lost in oblivion.

Purcell seems to have been fond of setting mad songs

probably from the scope they afforded for his great

powers of expressing the strongest passions, in their most

unrestrained form. There is another of this description,
"

I'll sail upon the Dog-star," which is full of fire and

energy.

The duet in Dioclesian,
"
Tell me why, my charming

fair," is graceful and elegant. Another duet,
" When

Myra sings," will be captivating as long as the language
is understood. Were these duets, and other songs of

this author now revived, they would have all the charm
of novelty.

"
I attempt from Love's sickness to fly in

vain," is a beautiful little ballad, which several of our

present singers could render highly popular. The air

in the Beggars Opera,
"
Virgins are like the fair flower,"

which Miss Stephens used to sing with so much simple

pathos, is by Purcell.

His cheerful temper and convivial habits prompted
him to compose catches and glees, of which he produced
a great number. He was led sometimes, in doing so,

to make use of disgusting and licentious words, for the
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amusement of the coarse and dissolute company in

which he appears to have mis-spent too many of his

hours. But these have been long since thrown aside

and forgotten ;
and we may, therefore, say of his com-

positions of this kind, in general, that they are exhila-

rating and delightful ; uniting humour and gaiety with

pleasing melody and ingenious contrivance.

Purcell's music, with all its beauties, has many faults :

but the faults belong to the age and country in which he

lived, the beauties to his own genius. The growth of

polished melody, in every country, has necessarily been

slow
;
and has been assisted, not only by a succession

of composers who have devoted themselves to its culti-

vation, and improved upon each other, but by the

performance of skilful singers, who have always been

found to lead the way to many refinements in melody.
In England, when Purcell began to compose, the

growth of melody had not been promoted by either of

those means. There had not been a succession of com-

posers like Stradella, Carissimi, and Cesti, who had

polished the melody of Italy ;
nor had the natives of

that country begun to give us that course of lessons in

singing which continues to this day, and of which we
still feel the benefit. Purcell, therefore, had no assistance

but from the mere perusal of the music of those Italian

composers, without being acquainted with their lan-

guage, or knowing how their ideas were expressed by
their own singers. There were no singers in England
from whose performance of his songs he could derive

notions of additional elegance and grace. Hence it is

easy to perceive, notwithstanding the force of his genius,

and the native goodness of his taste, that his melody,

though full of originality and expression, must have

often been rude and ungraceful. It is, accordingly,

extremely unequal ;
and we are surprised to find ele-
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gance and coarseness, symmetry and clumsiness, mixed

together in a way that would be unaccountable, did we
not consider, that, in all the arts, the taste is a faculty

which is slowly formed, even in the most highly-gifted

minds.

The effect of his music is also impaired by the poverty

of his instrumental symphonies and accompaniments.
He did not know anything of the powers of the violin,

or, indeed, of any other instrument which [is necessary

in an orchestra. It was not till after his death that

great instrumental performers, as well as singers, began
to arrive from abroad

5
and if he had either had the

advantage of travelling, or had enjoyed a longer life,

even at home, the opportunities which he would have

had of composing for such singers and performers,

would have purified his vocal melody, and imparted
force and richness to his instrumental music.

All the deficiencies and faults of Purcell's music,

therefore, may be ascribed to unfavourable circum-

stances which no degree of genius could possibly have

overcome. And yet so successfully did he contend with

those circumstances, and so admirable are his works of

every class, that his continues to be, to this hour, the

greatest musical name of which his country can boast.
" Purcell's genius," says Burney,

"
though less culti-

vated and polished, was equal to that of the greatest

masters
L
on the Continent. And though his dramatic

style and recitative were formed in a great measure on

French models, there is a latent power and force in his

expression of English words, whatever be the subject,

that will make an unprejudiced native of this island feel,

more than all the elegance, grace, and refinement of mo-

dern music, less happily applied, can do
j
and this pleasure

is communicated to us, not by the symmetry or rhythm
of modern melody, but by his having tuned to the true
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accents of our mother-tongue, those notes of passion,

which an inhabitant of this island would breathe in such

situations as the words describe. And these indigenous

expressions of passion Purcell had the power to enforce

by the energy of modulation, which, on some occasions,

was bold, affecting and sublime." "
Handel," says

the same author,
" who flourished in a less barbarous

age for his art, has been acknowledged Purcell's superior

in many particulars ;
but in none more than the art and

grandeur of his chorusses, the harmony and texture of

his organ fugues, as well as his great style of playing
that instrument

;
the majesty of his grand concertos

;

the ingenuity of his accompaniments to his songs and

chorusses
;
and even in the general melody of the airs

themselves
; yet in the accent, passion, and expression

of English words, the vocal music of Purcell is, some-

times to my feelings, as superior to Handel's as an

original poem to a translation."



CHAPTER VII.

THE VIOLIN. ITALIAN COMPOSERS FOR, AND PERFORMERS ON,
THAT INSTRUMENT, TO THE END OF THE LAST CENTURY.
CORELLI. GEMINTANI. TARTINI. VERACINI. GIAKDINI.

JAUNOVICK. VIOTTI. BOCCHERINI.

THE modern violin is a modification of an instrument

called the viola, or viol, which was invented during the

middle ages, and continued in general use till the seven-

teenth century. It was mounted with six strings, and

had a finger-board, like that of the modern guitar, with

frets for directing the position of the fingers ; but it was

played with a bow. The viol was of three sizes
5
the

treble-viol, the tenor-viol, and the bass-viol. The violin

was formed from the treble-viol, by diminishing its size,

reducing the number of its strings from six to four, and

depriving the finger-board of frets, so as to allow the

performer to regulate, by his ear, the position of his

fingers. By a process precisely similar, the bass-viol, or

violone, was converted into the violoncello.

The French and Italians dispute the invention of the

violin. That it was, at least, in general use in France

earlier than in Italy, appears from the circumstance, that,

in Italian music of the latter part of the sixteenth

century, the violins are called piccoli violini alia Francese.

The first great violin-player on record, however, was

Baltazarini, an Italian, who was brought into France by
Catherine de Medicis, in 1577. The celebrated Corelli

may be considered as the father of the violin; and his

compositions for it are still highly esteemed. He was

the founder of a school, which produced a succession of

great performers, during the whole of the last century,

hy whom the powers of the violin have been gradually

brought to their present height. Of a few of the most
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distinguished of these individuals, we shall now give

some account.

ARCANGELO CORELLI was born at Fusignano, in the

territory of Bologna, in 1653. He is said, by Adami, to

have received his first instructions in the rudiments of

composition from Matteo Simonelli, of the Pope's chapel ;

and the general opinion is, that his master on the violin

was Giambattista Bassani, of Bologna. Bassani was a

learned and able musician, a successful composer, and

an excellent performer on the violin. He composed a

number of sonatas for that instrument, which are still

to be met with; and upon which, it is evident that

Corelli formed his style. These pieces display a know-

ledge of the powers of the violin, not to be found in any
other music anterior to that of Corelli.

After finishing his studies, Corelli went to Germany,
in 1680, where he was treated in a manner worthy of his

talents and rising reputation. After two years' residence

in that country, he returned to Rome, and resumed his

studies with great assiduity. In the year 1683, he pub-
lished his first Twelve Sonatas, or trios, for two violins and

a bass; and these were followed by a second series,

consisting of the same number, in 1685. These, which

consisted of movements adapted for dancing, were called

Balletti da Camera.

In 1686, our James the Second sent an ambassador

to Rome, with considerable pomp, for the purpose of

cultivating a good understanding with the Pope. This

gave occasion to various festivities
; and, among others,

a great musical entertainment was given by the celebrated

Christina, queen of Sweden, who, after her abdication,

had fixed her residence in that city. On this occasion,

an allegorical opera, written for the purpose of celebrating

the accession of a Catholic prince to the throne of Eng-

land, was performed. This drama was written by the
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celebrated poet Alessandro Guidi, and the music com-

posed by Bernardo Pasquini. The drama is to be found

in the edition of Guido's poems, published at Verona, in

1726. It is of an allegorical nature, according to the

taste of the time; and the characters are London, the

Thames, Fame, and a good and rebel genius; with a

chorus of a hundred singers. Corelli, as the greatest

violinist of the time, was selected to lead the orchestra,

which consisted of one hundred and fifty instrumental

performers.

In 1690, he published the third series of his sonatas,

or trios; and, in 1694, the last, which, like the second

he called Balletti da Camera.

About the year 1700, Corelli was leader of the opera
band at Rome. At that time, the opera was in a

flourishing state in that city, and gave employment to

the talents of two other distinguished musicians, Pas-

quini, the composer, and Gaetani, an excellent performer
on the lute. Corelli, at this period, and during the rest

of his life, enjoyed the favour of cardinal Ottoboni,

a liberal and enlightened patron of poetry and the fine

arts. He conducted the musical entertainments given

by the cardinal, in his palace, every Monday evening.

Here he became acquainted with Handel. One evening
a serenata, composed by Handel, intituled

"
II trionfo del

Tempo," (afterwards brought out in London, with Eng-
lish words, under the title of " The Triumph of Time and

Truth,") was performed. Corelli, in leading the band,

did not play the overture to the satisfaction of the

composer, who, with his usual impetuosity, snatched the

violin out of his hand. Corelli, with that gentleness
which marked his character, merely said,

" Mlo caro

Sassone, questa musica e nello stile Francese, di che io non

mintendo." "My dear Saxon, this music is in the

French style, which I don't understand." At that time,
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Lulli's style, in the composition of overtures, was fa-

shionable, and followed even by Handel.

Corelli's Solos for the Violin, the best and most popu-
lar of all his works, were published at Rome, in 1 700,

and dedicated to Sophia Charlotta, electress of Bran-

denburg.
In consequence of the high reputation which Corelli

had now acquired, numbers of young musicians resorted

to Rome, even from distant countries, to receive his

instructions. Lord Edgecumbe was among the most

distinguished of his scholars
;
and it was under the

auspices of this nobleman that Smith produced his fine

mezzotinto print of Corelli, from the original portrait,

painted at Rome, by Henry Howard.

Besides his sonatas (or trios), and solos, Corelli com-

posed a number of Concertos for the violin, which con-

sisted of a part for a principal performer, with accompa-
niments for an orchestra.

.*' The concluding part of Corelli's life was melancholy.

Younger players began to surpass him in power of exe-

cution; and the mortifications he suffered on that

account preyed on his sensitive mind, and shortened his

days. The following anecdotes were related by the cele-

brated Geminiani, one of Corelli's most illustrious scho-

lars
; and, as he heard and saw what he relates, there is,

unhappily, no reason to doubt their accuracy.

At the time that Corelli enjoyed the highest reputa-

tion, his fame having reached the court of Naples, and

excited a desire in the king to hear him perform, he was

invited, by order of his majesty, to that capital. Co-

relli, with some reluctance, was at length prevailed on

to accept the invitation
; but, lest he should not be well

accompanied, he took with him his own second violin

and violoncello. At Naples, he found Alessandro Scar-

latti, and several other masters, who entreated him to
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play some of his concertos before the king. This he for

some time declined, on account of his whole band not

being with him
5
and there was no time, he said, for^a

rehearsal. At length, however, he consented
;
and in

great fear performed the first of his concertos. His

astonishment was very great}l
to find that the Neapoli-

tan band executed his concertos almost as accurately

at sight, as his own band, after repeated rehearsals,

when they had almost got them by heart. "
Si suona

a Napoli!" (said he to his second violin;)
"
They play

at Naples !"

After this, being again admitted into his majesty's

presence, and desired to perform one of his sonatas, the

king found one of the adagios so long and dry, that being

tired, he quitted the room, to the great mortification of

Corelli. Afterwards he was desired to lead in the per-
formance of a masque, composed by Scarlatti, which was

to be executed before the king. This he undertook
;
but

from Scarlatti's small knowledge of the violin, the part
was somewhat awkward and difficult. In one place it

went up to F
j
and when they came to that passage,

Corelli was unable to execute it : but he was astonished

beyond measure, to hear Petrillo, the Neapolitan leader,

and other violins, perform that which had baffled his

skill. A song succeeded this
;

and Corelli, flurried

and disconcerted by his failure, mistook the key, and led

it off in C major, instead of C minor.
"
Ricominciamo,"

said Scarlatti, good-naturedly. Still Corelli persisted in

the major key, till Scarlatti was obliged to call out to

him, and set him right. So mortified was poor Corelli

with this disgrace, and the general bad figure he ima-

gined he had made at Naples, that he stole back to Rome
in silence.

It was soon after this, that an oboe player, whose

name Geminiani could not recollect, acquired such

i
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applause at Rome, that Corelli, disgusted, would never

play again injpublic. All these mortifications, joined to

the success of Valentini, whose concertos and perform-

ance, though infinitely inferior to those of Corelli, were

become fashionable, threw him into a state of melancholy
and chagrin, which was thought to have hastened his

death.
" This account of Corelli's journey to Naples," as

Burney well remarks,
"

is not a mere personal anecdote,

as it throws light upon the comparative state of music

at Naples and at Rome, in Corelli's time
;
and exhibits

a curious contrast between the fiery genius of the Nea-

politans, and the meek, timid, and gentle character of

Corelli, so analogous to the style of his music."

Corelli's concertos were not published till within six

weeks of his death. They appeared in a very beau-

tiful edition, at Amsterdam. The dedication, to John

William, prince -palatine of the Rhine, is dated at

Rome, the 3d of December, 1712; and Corelli died on

the \8th of January following. He was buried in the

Pantheon, where a monument was erected to his me-

mory, by Philip William, count-palatine of the Rhine,

under the superintendence of his steady friend and

patron, Cardinal Ottoboni. He died in his sixtieth year.

For many years after the death of this great musician,

its anniversary was commemorated by a solemn service

in the Pantheon, in which pieces selected from his own
works were performed by a numerous orchestra. Sir

John Hawkins mentions, that in 1730 an eminent

master of his acquaintance was present at the ceremony,
who stated that the third and eighth concertos were per-

formed by a band containing many persons who had

been pupils of the composer. These compositions, he

added, were played in a slow and distinct manner, with-

out embellishments, andjust as they are written; whence
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he concluded, that this was the style in which they had

been executed by Corelli himself. This solemnity con-

tinued as long as his immediate scholars survived.

Corelli is said to have left about six thousand pounds

sterling. Like many other musicians, he was a pas-

sionate lover of painting ;
and lived on terms of inti-

macy with some of the most eminent artists of the time,

particularly Carlo Maratti. He left his fortune, in-

cluding his collection of pictures, to Cardinal Ottoboni.

But the cardinal, with a greater sense of propriety than

that of Corelli himself on this occasion, distributed the

property left to him among the testator's indigent rela-

tions, reserving to himself only the pictures. Corelli

bequeathed his favourite violin, the case of which was

painted with emblematical designs, by his friend Carlo

Maratti, to the greatest of his disciples, Geminiani.

On Corelli's personal character all writers agree in

bestowing the highest praise. His disposition was mild

and gentle, and his life exemplary. He appears to

have been modest and sensitive, even to a fault; a

portion of that firmness and self-possession, which ought
to be produced by a consciousness of talent, would

have prevented the cloud which settled upon his latter

days. The mildness of his temper, however, did not

hinder him sometimes, when he felt it necessary, from

vindicating the respect due to himself and his art.

When he was performing a solo, on one occasion, at

Cardinal Ottoboni's, he observed the cardinal and another

person engaged in talking ;
on which he laid down his

instrument, and, being asked the reason, replied, that
" he feared his music interrupted the conversation."

He is said to have possessed a vein of good-humoured

pleasantry ;
of which the following is an agreeable in-

stance : Adam Strunck, violinist to the elector of

Hanover, arriving at Rome, immediately paid him a

I 2
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visit. Corelli, not knowing his person, but learning, in

the course of conversation, that he was a musician, asked

what was his instrument ? Strunck replied, that he

played a little on the harpsichord and violin
;
and

begged the favour that Corelli would let him hear his

performance on the latter instrument. Corelli politely

complied ; and, on his laying down the violin, requested

a specimen of Strunck's abilities. Strunck began to

play, rather carelessly, but so well as to induce Corelli

to pay him a compliment on the freedom of his bow, and

to remark that, with practice, he would become an ex-

cellent player. Strunck then put the violin out of tune,

and began to play with such skill, correcting, with his

fingers, the mistuning of the instrument, that Corelli, in

amazement at his dexterity, exclaimed :

"
I am called

Arcangelo ; but, by heaven, sir, you must be Archi-

diavolo!"

The character of the violin, as a solo instrument, has

been so much changed, and its powers so wonderfully

developed, of late years, that Corelli's compositions are

almost entirely laid aside by public performers. Salo-

mon and Barthelemon are, we believe, the last great

masters who have studied and performed them. Now-

a-days, we sometimes hear one of Corclli's
4
trios performed

on two violoncellos and a double bass
;
and the famous

ninth solo serves to exhibit the powers of Lindley and

Dragonetti on their respective instruments.

Corelli's concertos are still performed now and then at

the Concert ofAncient Music. Though they are no longer

calculated to show off the bow and fingers ofthe principal

violin-players, yet their effect, as symphonies, for a nu-

merous orchestra, is excellent, and never fails to delight

the audience. Their melody is flowing and simple, and

of a kind which is independent of the changes of fashion
;

the harmony is pure and rich, and the disposition of the



ARCANGELO CORELLI. 117

parts judicious and skilful. The eighth of these con-

certos, composed for the purpose of being performed on

Christmas -eve, has probably had more celebrity than

any piece of music that ever was written. It is exqui-

sitely beautiful, and seems destined to bid defiance to

the attacks of time. The whole is full of profound

religious feeling ;
and the pastoral sweetness of the

movement descriptive of the "
shepherds abiding in the

fields," has never been surpassed not even by Han-
del's movement of the same kind in the Messiah.

If ever this divine music is thrown aside and forgotten,

it will be the most unequivocal sign of the corruption
of taste and the decay of music in England.

The four sets of sonatas or trios were Corelli's earliest

works
;
and differ much in quality, as well as character.

It has been remarked that their excellence is pro-

gressive ;
the third and fourth series being superior, in

invention and ingenuity, to the first and second. The
third series, in particular, which are composed in the

grave and solemn style which belongs to the church, are

remarkable for their admirable fugues, which are fre-

quently on noble subjects, and treated with consummate
skill. The second and fourth set, which consist chiefly

of movements calculated for dancing, are full of gay
and graceful melodies, the accompaniments to which
are light and delicate. So pleasing and popular are

these movements, that they were used, for a great many
years, as the music between the acts, in the London
theatres.

The most generally popular among Corelli's works,
and that which is still in most frequent use, is his Solos.

These, to this day, are considered among the best com-

positions that can be put into the hands of a young
performer on the violin, for the purpose of forming both
his hand and his taste. They contain, indeed, none of
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the difficulties of the present day ;
and will not afford

the student the means of producing some of the most

beautiful effects which are peculiar to the modern

school
;
such as singing, as it may be called, whole

passages, upon one string. But they are admirably

adapted for the formation of a full, smooth, and clear

tone, a firm and distinct manner of playing, and an

intonation delicately correct
; qualities which form the

essentials of good performance, and which, when once

gained, render the acquisition of the modern style

comparatively easy. Independently, too, of their value

as studies for the instrument, they are full of beauties.

The ninth, taken as a whole, is, perhaps, the most

perfect : its noble introduction, the elegant gigha which

follows, and the spirited concluding movement, render

it, in the hands of two skilful performers, one of the

most agreeable duets, (for the importance of the violon-

cello part renders it a duet,) that can be imagined. In

his jigs, and the name of jig, in the Italian music of

those days, did not convey the trifling and vulgar idea

attached to the modern word, Corelli is peculiarly

happy : that in the fifth solo has never been rivalled,

and the subject of it, on account of its pre-eminent

beauty, is said to be engraved on his tomb.

Dr. Burney, we think, in his estimate of Corelli's

character as a musician, hardly does him justice. His

praise is somewhat too cold and faint. He quotes, with

approbation, the following character, which Geminiani

gave of his master. " His merit was not depth of

learning, like that of Alessandro Scarlatti
;
nor great

fancy, nor rich invention in melody or harmony ;
but a

nice and most delicate taste, which led him to select

the most pleasing harmonies and melodies, and to con-

struct the parts so as to produce the most delightful effect

upon the ear." At the time of Corelli's greatest reputa-
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tion, Geminiani asked Scarlatti what he thought of him
;

he answered, that " he found nothing greatly to admire

in his composition, but was extremely struck with the

manner in which he played his concertos, and his nice

management of his band, the uncommon accuracy of

whose performance gave his concertos an amazing effect,

even to the eye at well as the ear." For, continued

Geminiani,
"
Corelli regarded it essential to the ensemble

of a band, that their bows should all move exactly

together, all up or all down
;
so that, at his rehearsals,

which constantly preceded every public performance of

his concertos, he would immediately stop the band if he

discovered one irregular bow." It has been well re-

marked*, that "this opinion shows Scarlatti to have

been a prejudiced judge, a trifling critic." None but

such a critic could have found nothing in Corelli's music

or performance, worth notice, except his making his

band draw their bows in one way. As to Geminiani's

opinion, some feeling of jealousy must have warped the

judgment of one so well qualified to form a sound one.

He hardly allows Corelli to possess fancy or invention
;

but ascribes the delightful effect of his music to a nice

ear and delicate taste, which led him to select the most

pleasing melodies and harmonies. From whence did he

select them ? From the stores of melody and harmony
contained in the contemporary composers ? To some

extent he certainly did so
;
but not more than other

great, and most original composers ;
not more than

Purcell from Carissimi, Haydn from Emanuel Bach, or

Mozart from Gluck and the Italian dramatic composers.

Corelli, undoubtedly, had the violin compositions of

Bassani, and others, before him
; but, like all other great

masters, he formed a style for himself, which so far

" Memoir of Corelli, Harmonicon for May, 1824.
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surpassed that of all his predecessors, that his music at

once consigned theirs to oblivion. His merit, Geminiani

says, was not in depth of learning ; or, in other words,
he was defective in that respect. His compositions are

certainly less filled with chromatic intervals and singular
modulations than those of Scarlatti

; but it did not, on

that account, require either less skill, or less learning,

to produce them. Scarlatti's own merit does not lie in

that sort of learning. If it did, it would not be great ;

for the beauty of his compositions is injured, in place of

being heightened by it. Nobody will accuse Jomelli, or

Cimarosa of want of learning ; yet there is more

learning of this description, in one crude essay of a

juvenile German composer, than in all their operas put

together. It is always observed that increased learning

and experience are attended with increased purity and

simplicity of style.

The best proof of the force and originality of Corelli's

genius is, that the appearance of his works forms one of

the most remarkable eras in music. All other compositions

for the violin, produced either before or during his time,

are either totally forgotten, or remembered merely as

matters of history 5
while his simple and natural strains

still live, and still are heard with delight.

Corelli formed a school which produced a number of

distinguished composers for the violin, and performers
on that instrument, during the first part of the last

century. Among these, Geminiani requires the first

notice, as being the most eminent of Corelli's immediate

disciples.

FRANCESCO GEMINIANI was born at Lucca, accord-

ing to Dr. Burney, in 1666
;
but according to Sir John

Hawkins, in 1680. The latter date seems the more

probable ; particularly as, if Burney's were correct,

Geminiani would have attained the age of ninety-six. He
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received his first instructions on the violin from Carlo

Ambrosio Lunati, a celebrated performer 5
and after-

wards studied composition, under Scarlatti, and received

instructions from Corelli, at Rome. He came to Eng-
land in 1714, and soon acquired considerable celebrity

from his admirable performance. In 1716 he published
twelve solos for the violin

j
a work which had very great

success. Some years afterwards he converted Corelli's

first six solos into concertos, which were so favourably

received as to induce him to treat the remaining six solos

in the same manner. But these, not being written in

the same full and elaborate manner as the first six, did

not bear to be expanded into compositions for an or-

chestra, and accordingly were coldly received. He also

arranged as concertos six of Corelli's trios. It was not

till the year 1 73 1 that he published his second original

work, consisting of six concertos
;
and this was soon

followed by another set of the same number. He after-

wards published another set of twelve solos
; and, lastly,

a set of six concertos. These are all his original works

for the instrument of which he was so great a master.

The remainder of his publications consisted of his

former works thrown into new forms, such as conver-

sions of his solos into trios, or concertos
;
of some ele-

mentary works on composition, and on the violin; and

a piece of dramatic instrumental music, which he called

The Enchanted Forest. All his works were published in

England, where indeed, he himself resided for the greatest

part of his long life.

Geminiani seldom performed in public during'his resi-

dence in England. His income was derived from the

profits of his publications, his scholars, and the presents

which he received from the great and wealthy, when they
could persuade him to play at their houses. Though
his habits were not vicious or dissipated, yet he was im-



122 FRANCESCO GEMINIANI.

prudent and expensive ;
and consequently often involved

in distress. He was passionately fond of painting, a pro-

pensity which has been often remarked in musicians.

For the sake of its gratification, he was apt to neglect his

musical studies and pursuits, and to involve himself in

expenses which his means could not bear. Burney in-

sinuates, that his picture-dealing arose from sordid mo-

tives, instead of a love for the art
;
a charge which seems

too lightly made. He says, that it is to be feared that

a propensity towards chicane and cunning determined

Geminiani to try his hand at buying cheap, and selling

dear, and playing off the other tricks of a picture-dealer.

The truth rather seems to be, that he became a buyer
and seller of pictures in the same way as many other

dilettanti, who have not fortune enough to afford so ex-

pensive a pleasure, bought expensive pictures because

he took a fancy to them, and sold them, at a great loss,

when necessity compelled him to part with them. In

the distress which he thus brought upon himself, he was

obliged, for the security of his person, to avail himself of

the protection from arrest which theEnglish nobility at

that time had the privilege of extending to their servants.

For this purpose, the earl of Essex was prevailed upon
to enrol his name in the list of his domestics.

One circumstance which occurred while his distresses

were urgent, shows that he was very far from having a

sordid mind. The place of master of the state music in

Ireland having become vacant, the earl of Essex ob-

tained a promise of it from Sir R. Walpole, and then

told Geminiani that his troubles were at an end, as he

was now sure of a comfortable provision for life. This

was joyful news for poor Geminiani
;
but when he found

that the office was not tenable by a Roman Catholic, he

at once declined it; saying, that, however humble his

pretensions might be to a religious character, yet he
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never would renounce the communion in which he had

been baptized and brought up for any considerations of

temporal benefit.

Geminiani appears, during his whole life, to have

struggled with pecuniary difficulties. In his latter days
he raised a considerable sum by an expedient then new

in England ;
that of giving a Concerto Spirituale, or ora-

torio, in the Lent season of 1748. In 1761 he went to

Ireland, to visit his scholar Dubourg, who had obtained

the situation which his religious principles had made
him decline. He had spent many years in preparing an

elaborate work on music, which he intended for publi-

cation
j
but soon after his arrival in Dublin, the manu-

script was stolen from his chamber, by the treachery of

a female servant, (who, it is said, was employed to do

so,) and it could never be recovered. This heavy and

irreparable loss so deeply affected his mind, that it has-

tened his death, which happened on the 17th of Septem-

ber, 1762, in his eighty-third year.

Considering Geminiani's great talents as a composer,
it is surprising that he should have produced so little

j

and still more so, that he should have employed himself

in such mechanical labour as that of dressing up the

compositions of Corelli, and former works of his own,
in new shapes. From this it may be inferred, notwith-

standing the excellence of his music, that his invention

was not fertile, and that he felt the production of ori-

ginal ideas to be painful and laborious. His music, how-

ever, is original, and full of new and bold modulations

and combinations of harmony ;
while his melodies are not

only very elegant, but often extremely pathetic. His per-
formance appears, from every account of it, to have been

remarkable for its delicacy, grace, and expression.

GIUSEPPE TARTINI was born at Pirano, a seaport in

the province of Istria, in April, 1692. He was intended
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for the law
;
but was diverted from the studies neces-

sary for that profession, by his propensity to music.

In 1710 he was sent to the university of Padua, to

pursue his studies in jurisprudence ; but, having become

acquainted with a young lady, the niece of the Bishop
of Padua, he undertook to give her some musical in-

structions; and this fascinating intercourse produced
such an attachment between the youthful master and

scholar, that a marriage was the consequence, before

the lover was twenty. For this act of imprudence he

was discarded by his parents, forced to leave his wife,

and to wander over the country in search of an asylum,
while she remained at Padua. The lady's uncle was so

incensed, that Tartini was obliged to make his escape in

the disguise of a pilgrim. After many hardships, he at

last found refuge in a convent, at Assisi, the prior of

which was his relation. Here he remained for nearly

two years ;
and diverted his melancholy by practising

on the violin, while, at the same time, he received in-

structions from the organist of the monastery, who was

an able musician. Meanwhile the Bishop of Padua,

unable to bear the sight of his niece, pining away m
hopeless misery, at last relented, and promised to for-

give her husband, if he could be found. Of this happy

change Tartini knew nothing ;
but happening one day,

on the occasion of a great festival, to play on the violin

in the choir of the church, a sudden gust of wind

blew aside the curtain of the orchestra, and discovered

him among the musicians. He was recognised by one

of the inhabitants of Padua, and had immediately the

happiness to learn that the bishop, whom he believed to

be still his inveterate enemy, had been subdued by the

tears and anguish of his young bride, and had long been

seeking him, that he might restore him to her arms.

Tartini returned to Padua
; and, soon afterwards, an
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Academy of Music being founded at Venice, he was

chosen a member of it, and went thither with his wife.

But, happening to hear the celebrated Veracini, who was

then at Venice, he was so astonished and disheartened by
the superiority of that performer, that he would not

venture on a competition with him, and therefore gave

up his appointment, and left Venice. He retired to

Ancona, and devoted himself so ardently to his studies,

that he soon became the greatest master of the age.

While residing at Ancona, he discovered the remark-

able acoustical phenomenon of the third sound. If two

sounds, consisting of any of the consonant intervals, are

produced upon two musical instruments, the performers

standing at some distance from each other, a person
stationed between them will hear a third sound, which is

generated in the air, and forms a bass to the other two.

From this beautiful phenomenon, Tartini formed a

theory, or system, of harmony, which, for a long time,

divided the attention of the musical world with the cele-

brated system of Rameau. The respective merits of

these systems were keenly discussed by the literati of

France
;
and Rousseau, in his Musical Dictionary, (article

Systeme), gave a long explanation of that of Tartini,

which only showed the confusion of his own ideas on
the subject. Tartini's system never got into such general

vogue as that of Rameau
3
but they stand now on an

jual footing ;
the musical world being convinced that

neither the one nor the other is of any value whatever.

In 1721, Tartini was appointed conductor of the or-

chestra of the church of San Antonio, in Padua, then

one of the greatest musical establishments of this sort in

Italy. By this time, his reputation was so great, that he

received repeated invitations to visit Paris and London.
These he declined; but, in 1 723, he was induced to attend

ic coronation of the emperor Charles the Sixth, at
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Prague ;
and was so much gratified by his reception, that

he resided there for three years. He then returned to

Padua
; and, after that period, no offers of foreign

engagements, however advantageous, could tempt him
to leave his quiet and happy home. Burney, whose

account of Tartini, in his Italian Tour, contains several

inaccuracies, ascribes his refusal of all engagements to

his devotion to St. Anthony of Padua, his patron saint,

to whose service he had consecrated himself and his

violin, so early as 1722. But this silly story is incon-

sistent with his afterwards spending three years in

Germany.
Tartini died in February, 1770, at Padua, where he

had resided for fifty years, beloved and esteemed by his

fellow-citizens. He was gentle and benevolent
;

dis-

tinguished for piety and unaffected humility ;
and pos-

sessed of considerable scientific attainments. His

compositions are very numerous, consisting of above a

hundred sonatas, and as many concertos. Among them

is the famous Sonata del Diavolo; of the origin of

which, Tartini gave the following account to the astrono-

mer Lalande :

"One night, in the year 1713, I dreamed that I had

made a compact with his satanic majesty, by which he

was received into my service. Every thing succeeded

to the utmost of my desires, and my every wish was

anticipated by this my new domestic. I thought that,

on taking up my violin to practise, I jocosely asked him

if he could play on this instrument. He answered that

he believed he was able to pick out a tune
; when, to my

astonishment, he began a sonata so strange, and yet so

beautiful, and executed in so masterly a manner, that, in

the whole course of my life, I had never heard anything
so exquisite. So great was my amazement, that I could

scarcely breathe. Awakened by the violent sensation,
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I instantly seized my violin, in the hope of being able to

catch some part of the ravishing melody which I had

just heard
;
but all in vain. The piece which I composed,

according to my scattered recollections, is, it is true, the

best I ever produced. I have entitled it
' Sonata del

Diavolo;' but it is so far inferior to that which had

made so forcible an impression on me, that I should

have dashed my violin into a thousand pieces, and given

up music for ever in despair, had it been possible to

deprive myself of the enjoyments which I receive

from it."

Time, and the still more surprising flights of more

modern performers, have deprived this celebrated sonata

of any thing diabolical which it may once have appeared
to possess; but it has great fire and originality, and

contains difficulties of no trifling magnitude even at the

present day. That process of mind by which we some-

times hear, in sleep, a beautiful piece of music, an

eloquent discourse, or a fine poem, is one of those mys-
terious things which show how wonderfully we are made.

It would appear, that there are times when the soul, in

that partial disunion between it and the body which

takes place during sleep, and while it sees, hears, and

acts, without the intervention of the bodily organs, exerts

powers of which, at other times, its material trammels

render it incapable.

Tartini's compositions, with all the correctness and

polish of Corelli's, are bolder and more impassioned.
His slow movements, in particular, are remarkably vocal

and expressive ;
and his music shows a knowledge of

the violin, both in regard to the bow and the finger-

board, which Corelli had not been able to attain. His

works, therefore, though no longer heard in public, arc

still prized by the best musicians
;
and some of them

have been recently reprinted for the use of the Conserva-
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toire, at Paris. He has frequently injured their effect,

to modern ears, by the introduction of trills and orna-

ments, which have become old-fashioned
; but, at the

same time, they are full of beauties, which, belonging to

the musical language of nature and feeling, are inde-

pendent of the influence of time.

Contemporary with Tartini was FRANCESCO MARIA

VERACINI, who rivalled him both in regard to perform-

ance and composition. As a performer, he had much
fire and boldness, great power in the management of

the bow, and a remarkably clear and loud tone. His

solos are still well known to musicians, and possess much
merit

;
but they are less esteemed than those of Tartini.

Veracini was in England about the middle of last

century; when he not only excited great admiration by
his performances, but produced several successful operas.

Of his life little more is known than a few anecdotes,

indicative of the arrogance and vanity of his disposition.

FELICE GIARDINI was born at Turin, in 1716. He
received instructions on the violin from Lorenzo Somis,

a distinguished scholar of Corelli. At the age of seven-

teen, he obtained a situation in the opera orchestra of

Naples, and was soon stationed next to the first violin.

In this situation he was fond of displaying his execution,

and used to flourish and use too many freedoms with

the music before him. One evening, however, during
the performance of an opera of Jomelli, the celebrated

composer himself came into the orchestra, and seated

himself by Giardini
; who, determined to give the great

maestro a touch of his quality, proceeded, in the sym-

phony of a song, to indulge his fingers and fancy at such

a rate, that he was rewarded by Jomelli, for the brilliancy

of his execution, with a hearty slap on the face,
" the

best lesson," said Giardini, who himself told the story,
"
that I ever received in my life." He submitted to the
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correction, however, with so good a grace, that he gained

the good opinion of Jomelli, who afterwards rendered

him many important services.

After gaining a splendid reputation on the Continent,

Giardini came to England in 1 750. His performances

were heard with astonishment and delight ; and, after

having been employed at all the concerts in the metro-

polis, he was placed at the head of the Opera orchestra.

This led him to take a share in the management of

that enormous, and often ruinous, establishment, along

with the celebrated ferrmle singer Signora Mingotti:

the consequence was, that they were both very speedily

brought to the verge of bankruptcy, and were glad, at

the end of the first season, to get rid of the concern

as they best could. Notwithstanding this lesson, they

were foolish enough to embark again in the Opera

management a few years afterwards
;
and again, after

one calamitous season, were obliged to give it up. His

female associate, who by this time had declined in

public favour, left England, and he, after seeing all his

property swallowed up in the Opera-house, except the

privilege of an annual benefit, was under the necessity

of returning to his proper employment of composition,

leading, and performing at concerts, and teaching sing-

ing in families of rank.

The account given by Burney of the musical feuds in

which Mingotti and Giardini were engaged with rival

performers, and the interest taken in them by the

fashionable world, presents a curious feature in the

manners of high life in those days. When Giardini

arrived in London, he gained many friends among the

nobility and gentry j among the warmest of whom was

Mrs. Fox Lane, afterwards Lady Bingley, a supreme
leader of the ton at that period. When Mingotti after-

wards arrived, and joined with Giardini in the manage-
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ment of the Opera, Mrs. Fox Lane espoused her cause

with great zeal, and entered into her quarrels with all

the vehemence of a partisan. It is told of this lady,

that, having desired the Honourable General Crewe to

give her his decided opinion as to the merits of a dispute

between Mingotti and another siren, whose rivalry then

shook the fashionable world, the general, after listening,

with much gravity, to a long list of grievances of which

her favourite complained, said "And pray, madam, who
is Signora Mingotti?" "Get out of my house," ex-

claimed the lady, in a rage; "you shall never hear her

sing another note here long as you live !

"

Mrs. Fox Lane, with two such performers as Mingotti
and Giardini, used to give concerts to her choice friends,

which were subjects of envy and obloquy to all who
were unable to obtain admission to them. At these

concerts, besides these two professors, several of the

most distinguished fashionables used to perform ;

" and

the difficulty," says Burriey,
" or rather the impossi-

bility, of hearing these professors and illustrious dilettanti

anywhere else, stimulated curiosity so much, that there

was no sacrifice or mortification to which fashionable

people would not submit, in order to obtain admission.

And la padrona della casa lost but few opportunities of

letting them know the value she set on her invitations,

by using them like dogs when they were there. When-

ever a benefit was in contemplation for one of her

proteges, taking care of the honour of her guests, she

obliged them to behave with due gratitude and muni-

ficence on the occasion. "Come," she would say to

her friends,
"
give me five guineas !

"
a demand as

implicitly obeyed as if made on the road. Nor had any

one, who ever wished to be admitted into such good

company again, the courage to ask the occasion of the

demand 3
but patiently waited the lady's pleasure to
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tell them whether they should be honoured with a

ticket for Giardini's or Mingotti's benefit."

Giardini continued to enjoy the favour of the English

public till 1784, when he went to Italy. When he

returned to London, after an absence of five years, he

was no longer received as formerly. His health was

impaired, and his powers diminished
;
and the public

attention was now occupied with newer favourites.

After an unsuccessful attempt to carry on a burletta, or

comic opera, in the Haymarket Theatre, he carried his

company of performers to Russia, in 1793. But he

was as unsuccessful there as in England ; and, after

struggling for some years with his difficulties, he died at

Petersburgh in 1796, at the age of eighty, in great

poverty. The advantages which he gained by his talents,

he lost, during his whole life, by his disposition. By his

extravagance he squandered the large sums he received,

and alienated his best friends by his capricious and

splenetic temper.
As a composer, Giardini had small pretensions to

learning. When somebody told Dr. Boyce that he

professed to teach composition in twenty lessons, the

doctor sarcastically replied,
" All that he knows of com-

position he might teach in ten" His music, however,

was pleasing and effective, and long very popular.

He did not confine himself to instrumental composition,

but wrote two or three operas, which had considerable

success, and a number of songs, some of which were

in request in private musical societies within our re-

collection.

GIOVANNI JARNOWICK (or GIORNOVICHI) was born

at Palermo in 1745. He was a favourite pupil of the

celebrated French performer, Lolli
;
and first appeared

in public in Paris. For a number of years he enjoyed
the highest reputation, in France, Germany, and England,

K2
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as a performer on the violin. Between the years 1792
and 1796, his performances attracted crowds, not only
in London, but in all parts of Britain and Ireland. His

star, however, faded under the superior brilliancy of

that of Viotti
;
and a dispute with an eminent professor,

in which public opinion was strongly against him, so

injured his popularity, that he left this country. He
died of apoplexy at St. Petersburgh, in 1804.

Jarnovick was a man of very eccentric character
;
and

some amusing anecdotes are related of him. At Lyons
he, on one occasion, announced a concert at six francs

a ticket. No audience appearing, he resolved to be

revenged on the stinginess of the Lyonese, and postponed
the performance to the following evening, reducing the

price of admission to three francs. A crowded audience

assembled ;
but while they were in vain waiting for the

performer, he was many miles off. He often quarrelled

with the famous Chevalier de St. George, who was the

first swordsman of his day, and a good violinist. One

day, in the heat of a dispute, Jarnovick gave his formi-

dable opponent a box on the ear : but St. George, with

admirable moderation, coolly turned round to a person

who was present, and said " Jaime trap son talent pour

me battre avec lui!" "I am too fond of his talents to

fight him."

Jarnovick was but a slender musician. His concertos

are agreeable and brilliant, but destitute of profundity

and grandeur. His performance was graceful and ele-

gant, and his tone was pure. He was remarkably

happy in the way in which he treated simple and popu-
lar lively airs as rondos returning, ever and anon, to

his theme, after a variety of brilliant excursions, in a

manner that used to fascinate his hearers. But, both

in his composition and performance, he wanted those

higher qualities which distinguished the admirable Viotti.
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GIOVANNI BATTISTA VIOTTI was a native of Pied-

mont, and was born in 1755. He was a pupil of

Pugnani, a distinguished performer of that period j and,

at the age of twenty, was appointed first violinist to the

Royal Chapel of Turin. He went to Paris about the

year 1778, and had no sooner appeared in public than

he was hailed as the first master of the age. Jarnovick,O *

at that time, was in the height of his fame
;
but he was

unable to contend with his young rival, who excited

universal admiration, both by the grand and expressive

style of his compositions, and by his masterly per-
formance. An anecdote is told of him at this time, as

a trait of the independence of spirit which belongs to

genius, but which rather indicates the impetuosity of a

hot-headed youth. His fame having attracted the

attention of the queen, he was invited to perform at a

concert at Versailles. The town was crowded with

persons of distinction belonging to the court
;
and Viotti

had begun a solo, which was listened to with breathless

attention, when a cry was heard in the room, of " Place

a Monseigneur le Comte d'Artois," and some bustle

took place in making way for his royal highness.

Viotti, indignant at the interruption, placed his violin

under his arm, and walked out of the room, to the great
amazement and displeasure of the spectators. We
confess we see but little to admire in this, and similar

traits of petulance which it is common to relate as being
to the credit of men of genius. It is added, that he

took the resolution never again to perform in public in

France, and adhered to it.

In 1790, Viotti was driven from Paris by the storms

of the Revolution. He came to London, where he

appeared at the memorable concerts carried on by
Salomon, and where his reception was as enthusiastic as

it had been in France. In 1/94 and 1795 he had some
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concern in the management of the Opera-house, and
soon after became leader of the orchestra of that theatre.

He was in this situation when, one evening, while

enjoying himself in the society of his friends, he suddenly
received an order from Government to leave England
immediately. This measure must, of course, have pro-
ceeded from some of the political suspicions so readily

entertained in those troublesome times
; though there

was nothing in Viotti's quiet and blameless life that

could have given ground for them. It has been sur-

mised, (and indeed there seems no other way of

accounting for it,) that the public functionaries proceeded
on calumnious information, dictated by professional

jealousy. Viotti was a man of such a delicate and sen-

sitive mind, that this occurrence gave a shock to his

feelings from which it was long before they recovered.

Being thus driven from England, Viotti took up his

residence in a retired spot in the neighbourhood of

Hamburgh, where he produced some of his finest compo-
sitions. Among these are his celebrated Six Duets Con-

certante, for two violins
;

in the preface to which work,
he alludes to the circumstance which still affected his

mind :

" Get ouvrage est le fruit du loisir que le mal-

heur me procure : quelques morceaux ont ete dictes par
la peine, d'autres par 1'espoir." And, in truth, we know
of no musical work which seems to have proceeded more

directly from a feeling heart than these exquisite duets.

In 1801, Viotti found no further obstacle to his return

to London. Having determined to abandon the musical

profession, he embarked his capital in the wine-trade.

After many years, the undertaking proved unfortunate,

and he was obliged to give it up, with the loss of his

whole fortune. In this situation he solicited some ap-

pointment from the French court; and Louis the

Eighteenth conferred on him the management of the
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Grand Opera. But his age, and his long life of retirement,

disqualified him from a situation so full of bustle and

intrigue ;
and his management was an unsuccessful one.

He obtained permission to retire on a pension ;
and

returned to London, to the society and habits of which

he had become, as it were, naturalized. But his health

was irreparably injured by his cares and misfortunes;

and, after declining for some time, he died on the 3rd of

March, 1824.

Viotti's character appears, from the concurring testi-

mony of all who knew him, to have been of an exalted

kind. We have already mentioned the delicacy and

sensibility of his mind; and the purity of his life pre-

served to him that strong feeling of the most simple and

innocent enjoyments, which is seldom found to survive

a continued intercourse with the world. One* who
knew him well, thus describes this part of his character

very beautifully :

" Never did a man attach so much
value to the simplest gifts of nature; and never did a

child enjoy them more passionately. A simple violet,

discovered buried in the grass, would transport him with

the liveliest joy; a pear, a plum, gathered fresh by his

own hands, would, for the moment, make him the

happiest of mortals
;
the perfume of the one had always

something new to him, and the taste of the other

something more delicious than before. His organs, all

delicacy and sensibility, seemed to have preserved, undi-

minished, their youthful purity. In the country, every

thing was, to this extraordinary man, an object of fresh

interest and enjoyment. The slightest impression seemed

communicated to all his senses at once; everything

affected his imagination ; everything spoke to his heart,

and he yielded himself at once to its emotions."

t
He himself illustrates this part of his character, in the

* M. Eymar.
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description which he gives of his picking up one of the

varieties of the Ranz des Vaches among the mountains of

Switzerland.

"The Ranz des Vaches which I send you," says he to

a friend,
"

is neither that with which our friend Jean

Jacques has presented us*, nor that of which M. de

la Borde speaks, in his work upon music. I cannot say
whether it is known or not; all I know is, that I heard

it in Switzerland, and, once heard, I have never forgotten

it since.
"
I was sauntering alone, towards the decline of day,

in one of those sequestered spots where we never feel a

desire to open our lips. The weather was mild and

serene
;
the wind, which I detest, was hushed; all was

calm, all was in unison with my feelings, and tended to

lull me into that melancholy mood, which, ever since I

can remember, I have been accustomed to feel at the

hour of twilight.
" My thoughts wandered at random, and my footsteps

were equally undirected. My imagination was not oc-

cupied with any particular object, and my heart lay open
to every impression of pensive delight.

"I walked forward; I descended the valleys, and

traversed the heights. At length, chance conducted me
to a valley, which, on rousing myself from my waking

dream, I discovered to abound with beauties. It re-

minded me of one of those delicious retreats so beautifully

described by Gessner : flowers, verdure, streamlets, all

united to form a picture of perfect harmony.

"There, without being fatigued, I seated myself me-

chanically on a fragment of rock, and again fell into that

kind of profound reverie which so totally absorbed all

my faculties, that I forgot whether I was upon earth.

"While thus sitting, wrapped in this slumber of the

* Rousseau in his Dictionnaire de Musique.
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soul, sounds broke upon my ear, which were some-

times of a hurried, sometimes of a prolonged and

sustained character, and were repeated, in softened tones,

by the echoes around. I found they proceeded from

a mountain-horn
;
and their effect was heightened by a

plaintive female voice. Struck as if by enchantment, I

started from my lethargy, listened with breathless atten-

tion, and learned, or rather engraved upon my memory,
the Ram des Vaches which I send you. But in order to

understand all its beauties, you ought to be transplanted

to the scene in which I heard it, and to feel all the

enthusiasm that such a moment inspired*."

This extreme sensibility and simplicity of character

acquired an additional charm from their union, not only

with great genius, but with a strong and highly-cultivated

intellect. Viotti passed his life in the society of the

accomplished, the literary, and the scientific
;
and his

mind thus acquired both refinement and strength. In

his intercourse with the great, he never, for a moment,

forgot the dignity of his own character, or of their rank.

All his transactions were regulated by the strictest

integrity and honour ;
and his feelings were kind and

benevolent.

As a musician, it may be truly said, that though the

virtuosi of the present day execute difficulties which were

not attempted in his time, yet, in all the highest qualities

that belong to the performance, he has never been sur-

passed. His compositions for the violin remain, to this

day, unrivalled in grandeur and nobleness of design,

graceful melody, and variety of expression. They still

furnish, when performed by the surviving disciples of his

*
This, with several other varieties of the National Air of

Switzerland, may be found in The Harmonicon, for March and

April, 1824. The hitter number contains a memoir of Viotti, to

which we are indebted for the particulars of his life.
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school, one of the most delightful treats which a lover

of the great and beautiful in music can receive.

The last whom we shall mention of the great musi-

cians of this class, is BOCCHERINI. This composer

went, in early life, to Spain, where he continued till his

death. During a period of fifty years, he produced a

number of compositions of great merit. His remote

situation, and seclusion from intercourse with the musical

world, prevented him from accompanying the march of

improvement, in which Haydn and Mozart were the

leaders. His music, therefore, continued always to be

written in the style that was fashionable in his early

days. Like youth and beauty in old-fashioned habili-

ments, it looks, at first, much older than it really is; but

its bloom and freshness are soon discernible through its

antiquated attire. Boccherini was compelled to draw

entirely upon his own resources
j
and hence arise the

originality of his style, and the air of nature and sim-

plicity which distinguishes his compositions. His Quintets

are the finest of his works. Viotti, when enjoying a

musical evening among his friends, used to play them in

preference to all other music. They have less fire and

variety, however, than the German works of the same

species j and, notwithstanding their simplicity, it is much
more difficult to execute them with sufficient smoothness

and delicacy ;
for which reasons they are now less fre-

quently heard than they deserve to be.
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CHAPTER VIII.

THE ITALIAN OPERA IN ENGLAND PREVIOUS TO THE
ARRIVAL OF HANDEL. LIFE OF HANDEL.

BEFORE the end of the seventeenth century there

was a growing taste for Italian music in our metro-

polis. In 1692, the celebrated Margherita de 1'Epine

was performing at concerts, and was designated, in

the advertisements, as
" the Italian woman that is

lately come over, that is so celebrated for her singing."

This lady, who was the first Italian singer, at least of

any note, who appeared in England, came over with a

German musician of the name of Greber
;
and hence

she is familiarly named, in the lampoons of the day,
" Greber's Peg." She continued to enjoy the favour of

the public without intermission till her marriage with

the celebrated Dr. Pepusch in 1718. Her musical abi-

lities must have been very considerable to have enabled

her to preserve so large a share of favour, at a time

when the rage for foreign novelties had not begun, and

in spite of her appearance, which was so far from being

attractive, that her husband used to call her Hecate,

a name to which she answered with perfect good-
humour. She was a great performer on the harpsi-

chord. She had a sister who came to England in 1 703,

and we find them both mentioned by Swift, in his

Journal to Stella, in the following respectful terms :

"August 6th. 1711. We have a music-meeting in our

town (Windsor) to-night. I went to the rehearsal of

it, and there was Margarita, and her sister, and another

drab, and a parcel of fiddlers. I was weary, and would
not go to the meeting, which I am sorry for, because I

heard it was a great assembly." Margherita had a
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rival in Mrs. Tofts, who was a principal performer in

the earliest English operas.
The first opera upon the Italian model, though not in

the Italian language, appeared in 1705. It was an

English version of Arsinoe, Queen of Cyprus, an opera
that had been successfully performed in Italy. The
music was composed by Clayton ; and the singers were

all English. It was a wretched production ;
the poverty

of the translation being only equalled by the absurd

manner in which it was set to music. But Clayton,

though an ignorant pretender, contrived to make him-

self pass for a great reformer of English music
;
and

his opera was very successful. His pretensions imposed
on no less a personage than Addison, who determined

to write an opera in the Italian style, for the composer
and performers of Arsinoe, and his well-known Rosamond

was the fruit of this determination. It appeared on the

4th of March, 1707 5 but, notwithstanding the merit

of the poetry, and the general partiality for English
music and English singing, it supported only three

representations, and was never again performed with

Clayton's music.

About this time the celebrated NICOLINO GRIMALDI,

generally known by the name of Nicolini, arrived in

England. Nicolini, from the accounts both of musicians,

and of the literati of that day, must have been one of

the greatest actors, as well as singers, that has appeared
on the stage. His debut was in an opera called Pyrrhus
and Demetrius, originally composed by Alessandro Scar-

latti, and adapted to the English stage by Haym, a

musician of merit. Steele, in the Taller, after speaking
of this opera as a noble entertainment, gives the follow-

ing very striking description of Nicolini :

" For my own

part, I was fully satisfied with the sight of an actor,

who, by the grace and propriety of his action and
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gesture, does honour to the human figure. Every one

will imagine I mean Signor Nicolini, who sets off the

character he bears in an opera by his action, as much as

he does the words of it by his voice. Every limb, and

every finger contributes to the part he acts, insomuch

that a deaf man may go along with him in the sense of

it. There is scarce a beautiful posture in an old statue

which he does not plant himself in, as the different cir-

cumstances of the story give occasion for it. He per-

forms the most ordinary action in a manner suitable to

the greatness of his character, and shows the prince even

in the giving of a letter, or despatching of a messenger.
Our best actors," he continues,

" are somewhat at a loss

to support themselves with proper gesture as they move

from a considerable distance to the front of the stage ;

but I have seen the person of whom I am now speaking
enter alone the remotest part of it, and advance with

such greatness of air and mien, as seemed to fill the

stage, and at the same time commanded the attention of

the audience with the majesty of his appearance."

The performance of this opera, according to our notions,

must have had a grotesque effect, as the performers, who
were half Italian and half English, spoke and sung their

respective languages ;
but everything on the stage is

so conventional, that this absurdity seems to have

passed off with as little notice as others, perhaps equally

great, do now.

Several other operas were afterwards brought out in

the same manner, and with the same eclat on the part

of Nicolini. Hydaspes is still well known to the readers

of the Spectator, from the admirable humour of Addi-

son's papers, where he laughs at the famous combat

between the hero and the lion. He does justice to

Nicolini, however, in a graver tone. "
It gives me a

just indignation," he says, "to see a person whose
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action gives new dignity to kings, resolution to heroes,

and softness to lovers, thus sinking from the greatness
of his behaviour, and degraded into the character of the

London 'Prentice. I have often wished that our tra-

gedians would copy after this great master in action.

Gould they make the same use of their arms and legs,

and inform their faces with as significant looks and

passions, how glorious would an English tragedy appear,

with that action which is capable of giving a dignity to

the forced thoughts, cold conceits, and unnatural ex-

pressions of an Italian opera !

"

Such was the state of the Italian Opera when Handel

arrived in this country. As the history of this illus-

trious man involves, in a great measure, the history of

music in England for nearly half a century after this

period, a sketch of his life may here be introduced with

propriety.

GEORGE FREDERICK HANDEL was born on the

24th of February, 1684, at Halle, in Saxony. His

father, who was a physician, had intended him for the

profession of the law
; and, with this view, strove to

check the propensity towards music which his son

showed, even in his earliest years. He excluded from

his house all musical society, and would not permit an

instrument of any kind to be seen or heard in it. A
childish love for music or painting, even accompanied
with an aptitude to learn something of these arts, is not,

in one case out of a hundred, or rather a thousand,

conjoined with that degree of genius without which it

would be a vain and idle pursuit. In the general case,

therefore, it is wise to check such propensities, where

they appear likely to divert or incapacitate the youthful

mind from graver pursuits. But, on the other hand,

the judgment of the parent of a gifted child ought to be

shown, by his discerning the " mens divinior," as soon
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as it manifests itself, and then bestowing on it every
care and culture.

Handel's father does not appear to have had the

power of discovering that his son was one of those who
are born once in a thousand years. The child, notwith-

standing his parent's precautions, found means to hear

somebody play on the harpsichord ;
and the delight he

felt prompted him to endeavour to gain the opportunity
of trying to practise what he had heard. He accordingly

contrived, by the aid of a servant, to procure a small

clavichord (an instrument of the piano-forte species, re-

sembling that which was so long known in England,
under the name of the spinet), which he hid in a garret.

Thither he repaired every night when the family had

gone to rest; and, with no other assistance than what
nature gave, he contrived to play on the instrument, and

to discover its powers of producing harmony as well as

melody.
When Handel was about seven years old, his father

determined to pay a visit to a son by a former wife, who
was ^then living with the Duke of Saxe-Weissenfels

j

and the young musician begged permission to accom-

pany him. On being refused, he watched the departure

of the carriage, which he followed a little way, with tears

and entreaties, till his father relented, and took him in.

When they arrived at the court of the duke, the child

was allowed to wander about the apartments of the pa-

lace, and could not resist the temptation of sitting dow,n

to a harpsichord whenever he fell in with one. This at-

tracted no particular notice; but, one morning, finding

means, after service, to slip into the chapel, he began to

touch the organ before the duke had gone out. The

duke was struck by the singular style of the playing,

and asked who was at the organ. He was told by his

attendant, that it was his half-brother, a little boy,



144 HANDEL.

about seven years old. The duke sent for Handel and

his father
;
and expressing his admiration of the boy's

genius, advised his father to allow him to study music.

The old man persisted in his desire that his son should

adhere to the law; but the duke, with superior sense

and discernment, told him, that he certainly had a right

to dispose of his son as he thought best, and that, in the

general case, such a resolution might be very proper ;

but that his persisting in it, in such circumstances,

would not only be marring the boy's prospects, but

robbing his country of talents that would be an honour

to it. The father yielded to these persuasions ;
aiid

young Handel was not only allowed to pursue his mu-

sical studies, but received the assistance of a master.

On his return to Halle, he was placed under Zachau,

the organist of the cathedral, a very good musician, who

seems to have acted, in regard to so extraordinary a

pupil, with great good sense. After instructing him in

the general principles of the art, he placed before him

the works of the greatest masters, both Italian and

German
; and, instead of following the ordinary course,

of prescribing the works of some favourite author as a

model, he contented himself with making his pupil well

acquainted with them all, leaving him to form a style

for himself. Handel, thus becoming familiar with the

great and the beautiful, in every style, acquired the

most enlarged views of composition ;
and his progress

was such, that before he was nine years old, he com-

posed some motets of such merit, that they were adopted
in the service of the church.

When he was thirteen years of age, Handel felt that

he was beyond any instructions that Halle could furnish ;

and his father was advised to send him to Berlin. Here

his precocious talents soon attracted general attention;

and the king proposed to send him to Italy. This favour
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for what reason does not appear, his father declined}

and he returned to Halle. Soon afterwards his father

died, and it became necessary for him to act for him-

self. Several places of residence were placed in his

view; but, as Hamburgh was then highly celebrated for

the excellence of its opera, he determined to settle there.

The following account of Handel's stay at Hamburgh
is given by Mattheson, who was himself a composer of

considerable note, and a very able writer on music.
" Almost his first acquaintance here was myself. I

met him at the organ of St. Mary's church, whence I

conducted him to my father's house, where he was

treated with all possible kindness and hospitality. I

afterwards attended him to organs, choirs, operas, and

concerts
;
and recommended him to several scholars. At

first he only played a ripieno*violin in the Opera orchestra,

and being naturally inclined to indulge in a kind of dry
humour, pretended unusual ignorance, in a manner that

made the most serious people laugh, though he preserved
his own gravity. But his superior abilities were soon

discovered
;
for it happened that the harpsichord-player

of the opera was absent for a time, and he was per-
suaded to take his place ;

on which occasion he showed

himself to be a great master, to the astonishment of

every one, except myself, who had frequent opportunities
of knowing his abilities on keyed instruments."

At this period, when Handel and Mattheson met,

Handel was nineteen, and Mattheson two and twenty.
These young performers used to have frequent contests

for pre-eminence on keyed instruments
; when, accord-

ing to Mattheson's account, he sometimes was thought
a match for Handel on the harpsichord, but Handel

had constantly the advantage on the organ. Upon a

* In an orchestra, the violins who play in unison with the

principal violin, are called ripieno violins.
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vacancy in an organist's place at Lubec, the two young
men travelled thither in the stage-waggon, for the pur-

pose of becoming candidates
;
and Handel's powers on

the organ astonished every body. But they were pre-

vented from starting as candidates, by discovering, that

an appendage, not to their taste, was annexed to the

organist's place, which was no other than a wife and

one, too, who was to be nominated by the electors.

Thinking this too great an honour, they made a precipi-

tate retreat, and returned to Hamburgh.
As it appeared that the two friends excelled on different

instruments, the one on the organ, and the other on

the harpsichord, they agreed not to encroach on each

other's province ;
and this compact was preserved

for several years, till a circumstance happened, which

caused a breach of it. An opera was composed by
Mattheson, called Cleopatra, in which he himself per-
formed the part of Anthony, and Handel played the

harpsichord in the orchestra. Mattheson, upon the

death of Anthony, which happened early in the piece,

resumed his own person, and came into the orchestra,

for the purpose of taking his usual post at the harpsi-

chord
; Handel, however, did not consider himself

obliged to relinquish a post, which on this occasion

had been necessarily assigned to him. This produced so

violent a quarrel, that, as they were leaving the house,

Mattheson gave Handel a slap on the face, and, drawing
their swords, they proceeded to fight it out in the market-

place. Luckily Mattheson's sword broke against one

of his antagonist's metal buttons, or, as others say,

against the score of Mattheson's opera, which Handel

had buttoned under his coat; Mattheson's muse having
thus become the guardian angel of his friend.

This rencontre happened on the 5th of December,
1 704 5

but " the young man's wrath is like flax on fire j"
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and in a few days the combatants were greater friends

than ever. This Mattheson tells us, and adds, that on

the 30th of the same month, he accompanied his friend

to the rehearsal of his first opera, Almeria, and performed
the principal character in it. This opera, the production

of a youth of fourteen, proved so great a favourite with

the public, as to be performed thirty nights successively.

It was followed by three others, Nerone, Florinda, and

Dafne; all of which were successful.

Handel had, by this time, saved money enough to

accomplish what is, or ought to be, the great object of

every young musician, a visit to Italy. He had

received an invitation from the Prince of Tuscany,

brother to the Grand-Duke, who had heard his operas

at Hamburgh. He accordingly went to Florence
; and,

soon after his arrival, composed the opera of Roderigo-,

for which he was honoured by the Grand-Duke with a

present of a hundred sequins and a service of plate.

The duke's mistress, Vittoria, sang the principal part.

Handel was young and handsome
;
and it has been said,

that she had conceived a passion for him, which, but for

his prudence, might have involved them both in ruin.

Handel afterwards visited Venice, Rome, and Naples.

At Venice he produced the opera of Agrippina, which was

performed for twenty-seven nights successively. At

Rome he composed his serenata, called II Trionfo del

Tempo: and at Naples he produced Ads and Galatea-,

a piece totally different from the serenata which after-

wards became so celebrated in England under that title.

On his return to Germany, he resided for some time

at Hanover; and the connexion between that court and

that of London suggested to him the idea of visiting

England. He first, however, returned to his native

town, to pay his filial duty to his aged mother. While

he was preparing to set out for England, the Elector of

L2
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Hanover, afterwards George the First, granted him a

pension of fifteen hundred crowns a year; which, how-

ever, Handel would not accept unless he were permitted
to go to England; and this being made known to the

Elector, leave of absence was granted to him. His

arrival in England, the greatest event in our musical

history, took place in the year 1710.

At that time, the theatre in the Haymarket was under

the management of Aaron Hill; who, hearing of the

arrival of a musician whose great reputation had pre-

ceded him, immediately applied to him to compose an

opera. The subject of it, taken from Tasso, was sketched

by Hill himself, and the outline filled up by Rossi, an

Italian dramatist of considerable eminence. The opera
was entitled Rinaldo. It was sneered at in the fifth

number of the Spectator, by Addison, who, in total

ignorance of its merits, affects to treat it with con-

tempt, laughing at the preface, and telling us that the

poet
"

calls Mynheer Handel the Orpheus of our age,

and acquaints the public that he composed this opera in

a fortnight." Addison knew as little of Italian poetry

as of Italian music, or music of any kind, otherwise he

would not have committed his critical fame by ridiculing

the poetry of Tasso, on the faith of Boileau's unjust

antithesis of " Tor de Virgile, et le clinquant du Tasse,"

or talked slightingly of the greatest musician the world

ever saw. Pope, with no greater knowledge or feeling

of Handel's merit, afterwards so happily availed himself

of the general opinion, as to pay him a fine compliment
on his power of wielding the strength of a vast orchestra.

Lo ! giant Handel stands,

Like bold Briareus, with his hundred hands.

Notwithstanding Addison's prejudiced hostility, Rinaldo

was highly successful, and established the composer's
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fame in this country. The principal character was per-

formed by Nicolini. It was represented, for the first

time, on the 24th of February, 1711, and continued to

be performed, without interruption, till the end of the

season. Addison's enmity was, doubtless, occasioned by
the fate of his own Rosamond; and he continued, with

the aid of his friend Steele, to make the Spectator the

vehicle of many attacks (very amusing ones, it must be

owned) on the Italian opera. He attempted to laugh
the public out of " the absurdity" of going to an opera

written in a foreign language. But he was completely

unsuccessful
;
and this "absurdity" has been found so

irresistibly attractive, that all the ridicule of philosophers

and wits has never been able to make any impression

upon it. Indeed, everybody who knows anything of the

matter is quite aware that there is no absurdity in the

case.

Handel was now urged, by the most distinguished

dilettanti, to fix his residence in England; but his sense

of duty to his benefactor, the Elector of Hanover, induced

him to resist these solicitations. When he returned to

Hanover, he found that Steffani had resigned to him the

place of maestro di capella. He remained for about two

years in that situation
;
and was then permitted to revisit

England, his pension remaining as before. He arrived

in England in the end of 17J2. In the year following,
the treaty of Utrecht being concluded, a public thanks-

giving was ordered, and Handel was commanded by the

Queen to compose a Te Deum and Jubilate, which were

performed in St. Paul's cathedral, the Queen herself

attending the service. He immediately resumed, with

continued success, his occupation of writing Italian

operas.

On the death of Queen Anne, in 1714, when the

Elector of Hanover came over to assume the sovereignt y
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of Britain, Handel was out of favour, in consequence of

having failed in his engagement to return to Hanover,

and also, it is said, of his having composed a Te Deum
in celebration of an event, which, in the king's views of

politics, was by no means considered auspicious. To
avert the king's displeasure, Handel's old patron, Baron

Kilmansegge contrived an expedient which does much
credit to his friendship and good-nature. Having ar-

ranged a party of pleasure on the Thames, and prevailed

on the King to join it, he advised Handel to prepare
some music for the occasion. Handel, accordingly, com-

posed his celebrated "
Water-music," a piece composed

for wind-instruments, and calculated to produce a very

pleasing effect when performed on the water. This

music was performed in a barge which followed that

of the king; and his majesty, charmed with its beauty,

asked who was the composer. The baron then

said, that it was the production of a faithful servant

of his majesty, who, conscious of the cause of dis-

pleasure he had given so gracious a protector, durst

not approach the royal presence till he had received

his majesty's forgiveness. The intercession was effec-

tual; Handel was restored to favour, of which he

received substantial tokens. The pension of two hundred

pounds, formerly allowed him by Queen Anne, was

doubled; and, a few years afterwards, when he was

employed to teach the princesses, an additional pension
of two hundred pounds was granted him by Queen
Caroline.

These agreeable circumstances determined Handel to

make England his permanent abode. His acquaintance
was sought by persons of high rank

; and, among others,

by the accomplished Earl of Burlington, in whose

mansion he took up his residence. Under this noble-

man's roof he was left at full liberty to pursue the course
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of life most agreeable to him
;
with no other call upon

him than that of occasionally directing the earl's concerts,

iu which his own compositions generally formed the

most prominent part. Here he resided for three years,

during which period he produced and published three

operas, Amadigi, Teseo, and II Pastor Fido, besides a

variety of detached compositions, vocal and instru-

mental.

In the year 1718, he received an invitation from the

Duke of Chandos, to undertake the direction of the

music of his chapel, at his superb mansion of Cannons.

While in this situation, he composed his celebrated

anthems, a great number of instrumental pieces, the

serenata of Acis and Galatea, and the oratorio of Esther.

The establishment of the opera had been languishing ;

and a total suspension of performances took place from

the summer of 1717, till the establishment of the Royal

Academy of Music, in 1720. At that time, a plan was

formed for supporting and carrying on the Italian opera,

on a magnificent scale. The sum of fifty thousand

pounds was raised by subscription, among the first per-

sonages in the kingdom, including the king j
and the

above-mentioned establishment was formed, to be con-

ducted by the nobility and gentry themselves, by means

of a governor and a body of directors, all persons of

distinction.

The directors determined to engage a lyric poet, the

most eminent composers, and the best performers in

Europe, for the exclusive service of this institution.

Handel was drawn from his residence at Cannons
;

Bononcini was brought from Rome
;
and Attilio Ariosti

from Berlin. Handel, besides his own engagement as

composer, received a commission to engage performers.

With this view he went to the Continent, and engaged
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several eminent singers, among whom was the celebrated

Sinesino.

The new establishment began by performing several

operas by Handel and Bononcini. This composer was

possessed of considerable merit
; and, though far inferior

to Handel, proved, for a long time, a formidable rival

to him. The comparative excellence of these masters

became the subject of a violent feud, which agitated the

musical world, and occasioned the lines of Swift :

Some say that Signer Bononcini,

Compared to Handel 's a mere ninny;
While others say that, to him, Handel
Is hardly fit to hold a candle.

Strange, that such difference should be

'Twixt tweedle-dum and tweedle-dee !

In 1721, the opera of Muzio Scevola was performed.
It was the joint work of the three composers to the

establishment
;

Attilio having composed the first act,

Bononcini the second, and Handel the third. It has

been said that this division was made for the purpose of

placing the abilities of the different masters in compe-

tition; but most probably it wag merely for the sake

of despatch. The public, however, chose to dispute

violently on the subject; and though the palm was

generally assigned to Handel, yet his rivals were not

defeated. They continued to be employed ;
and several

of their operas were afterwards performed with ap-

plause.

In 1723, Handel produced the opera of Otho, which

became the most popular of all his Italian compositions.

Almost every song in it was sung, or played, throughout
the kingdom ;

and the famous gavot, at the end of the

overture, has been in constant use, on every sort of instru-

ment,
" from the organ to the salt-box," to use Burney's
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phrase, for a century. Though it is disagreeable to

hear a fine melody vulgarized by being bawled or

ground about the streets, yet this very degradation is

the strongest proof of its excellence.

In this opera, the famous Signora Cuzzorii made her

first appearance in England ; and, in 1/26, her equally

celebrated rival, Faustina, appeared in Handel's Allessan-

dro. Cuzzoni had, at this time, acquired many partisans,

to whom the directors of the academy, by engaging a

rival, gave deep umbrage ;
and another feud took place,

not only more violent than that respecting Handel and

Bononcini, but more violent than anything that, in the

present
"
age of reason," can be conceived. The con-

duct of the parties in this warfare affords an amusing

picture of the manners of a former age. Ladies of

fashion not only copied the dresses of their respective

heroines
;

but made their pretensions the subject of

personal quarrels, and the most indecorous displays of

hostility. The following account of one of these contests

is given in the London Journal, in 1727. "A great
disturbance happened at the Opera, occasioned by the

partisans of the two rival ladies, Cuzzoni and Faustina.

The contention, at first, was only carried on by hissing

on one side, and clapping on the other
;
but proceeded,

at length, to the melodious use of cat- calls and other

accompaniments, which manifested the zeal of the

illustrious assembly. The princess Caroline was there
;

but neither her royal highness' presence, nor the laws of

decorum, could restrain the glorious ardour of the

combatants." On one occasion, the two signoras came

into personal conflict, and were not separated till they
had left bloody marks of their hostility. The battle

among their titled patronesses was carried on by the

less vulgar, but more envenomed weapons of abuse and

slander, disseminated in all sorts of shapes, in conver-
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sation, paragraphs, epigrams, and lampoons. The follow-

ing epigram, aimed at the Countess of Pembroke, the

leader of the Cuzzoni faction, is a specimen of the

weapons employed by the combatants
;

Old poets sing, that brutes once danced,
When Orpheus deign'd to play;

Now, to Faustina's charming voice,

Wise Pembroke's asses bray.

The continuance of this feud proving very injurious to

the interests of the opera, the directors contrived to put
an end to it by a manoeuvre. The time for a new con-

tract with each of the singers was at hand
;
and Cuzzoni's

noble patrons had made her swear upon the Gospels
never to take a less salary than her rival. The directors

agreed among themselves to give Faustina one guinea a

year more than Cuzzoni
; and, as they continued firm

to their resolution, poor Cuzzoni, ensnared by her oath,

had nothing for it but to leave the kingdom.
The end of Cuzzoni's career formed a sad contrast

to the brilliancy of its commencement. She left England
in 1729 5

but returned twice afterwards, the last time

in 1749. Her voice, however, was now feeble and thin;

and all her attractions were gone. She had been re-

markable, in the days of her splendour, for extravagance
and caprice; and, when the resource of her talents

failed, she sank into utter wretchedness. About the

year 1770, she was gaining a livelihood in Italy by

making buttons, was afterwards thrown into prison for

debt, and died in extreme indigence at Bologna. Her

rival, Faustina, had a very different fate. She was a

woman of sense and prudence ; and, as we have already

mentioned, married the celebrated composer Hasse, and

died at Venice, at the age of ninety.

The feuds of these rival sirens were a source of con-

stant annoyance and injury to Handel. The preparation
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and performance of his operas were deranged by their

quarrels, and consequent insubordination
j
and a man

of less firmness would have been altogether at a stand.

But he took the most energetic ways of enforcing

obedience. On one occasion, Cuzzoni made some ab-

surd objection to one of his airs, and refused, at a

rehearsal, to sing it
;
on which, Handel, after rating her

for her habitual stubbornness, took her round the

waist, and threatened to throw her out of the window.

In 1728, Handel's opera of Ptolemy was performed.
It was the last which he composed for the Royal

Academy of Music. In his dedication to the Earl of

Albemarle, he implores the protection of that nobleman

for operas in general, as "
being on the decline." That

the Italian opera was on the decline, notwithstanding
the talents of the greatest composer, and finest singers

in Europe, is evident from the ruinous state of the

establishment
;
the receipts having been so inadequate,

that the whole fifty thousand pounds originally sub-

scribed, was by this time expended. The affairs of the

opera, doubtless had been injured by the feuds between

the singers and their adherents
;
but their situation

must also be ascribed to the want of love for that

species of music : it had been the fashion, for a while, to

patronise the Italian theatre
; but, at this time, the

object of real attraction was the Beggar s Opera, which

then engaged a favour amounting to infatuation. There

is a letter of the celebrated Dr. Arbuthnot, in the London

Journal of the year 1/28, which contains the following

pungent passage :

" The Beggar s Opera I take to be a

touchstone to try British taste on
j
and it has accord-

ingly proved effectual in discovering our true inclina-

tions
; which, how artfully soever they may have been

disguised for a while, will one time or other start up
and disclose themselves. yEsop's story of the cat, who,
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at the petition of her lover, was changed into a fine

woman, is pretty well known : notwithstanding which

alteration, we find, that upon the appearance of a mouse,
she could not resist the temptation of springing out of

her husband's arms to pursue it, though it was on the

very wedding night. Our English audience have been

for some time returning to their cattish nature, of which

some particular sounds from the gallery have given us

sufficient warning -,

and since they have so openly de-

clared themselves, I must only desire they will not think

they can put on the fine woman again, just when they

please, but content themselves with their skill in catter-

wauling." How much of this cattish nature may still

be detected among the numbers who expire at the strains

of Pasta, or Malibran, or Grisi, we shall not stop to

inquire.

Whatever might have been the causes of the decline

of the opera, its effect was, that the gentlemen who had

embarked in the concern declined to come under any
new engagements for carrying it on

; and, at the close

of the season, the whole of the singers dispersed, and

went abroad in search of other engagements.
On the fall of the Royal Academy of Music, the King's

Theatre fell into the hands of Mr. Heidegger, a person
of some note in the annals of fashion. With him

Handel entered into a contract for five years ;
and im-

mediately went to the Continent to engage a new com-

pany. His return in the autumn of 1729, is announced

in the newspapers by the following curious advertise-

ment. " Mr. Handel, who is just returned from Italy,

has contracted with the following persons to perform in

the Italian operas : Signor Bernacchi, who is esteemed

the best singer in Italy. Signora Merighi, a woman of a

very fine presence, an excellent actress, and a very good

singer, with a counter-tenor voice. Signora Strada, who
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has a very fine treble voice, a person of singular merit.

Signor Annibale Pio Fabri, a most excellent tenor, and

a fine voice. His wife, who performs a man's part ex-

ceedingly well. Signora Bertoldi, who has a very fine

treble voice; she is also a very genteel actress, both in

men and women's parts. A base voice from Hamburgh,
there being none worth engaging in Italy." This anony-
mous base voice was John Gottfreid Reimschneider, a

cluster of gutturals that would have sounded oddly

among so many liquid Italian appellatives.

Notwithstanding the above pompous announcement,

it does not appear that any of Handel's new singers were

of first-rate talent; and, perhaps for this reason, the un-

dertaking was not very successful, though one of the

operas produced at this time (Parthenope] ,
is considered

one of Handel's finest dramatic works. In consequence
of this failure, the celebrated Senesino, who had be-

longed to the former company, was again engaged,

though Handel and he had previously been on bad terms.

Still, notwithstanding the powerful aid of this great per-

former, it does not appear that the undertaking was

much more flourishing than before.

In the season of 1732, Handel began his career as a

composer of Oratorios, by producing Esther, at the opera-

house. The terms in which the first performance of an

oratorio in England was announced to the public, are

interesting.
"
By his majesty's command," says the ad-

vertisement,
" at the King's Theatre, in the Haymarket,

on Tuesday, the 2d of May, will be performed the sacred

story of Esther ; an oratorio in English, formerly com-

posed by Mr. Handel, and now revised by him with se-

veral additions, and to be performed by a great number

of voices and instruments. N. B. There will be no

acting on the stage, but the house will be fitted up in a

decent manner for the audience. The music to be dis-
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posed after the manner of the coronation service. Tickets

to be delivered at the usual prices." Notwithstanding
this announcement, however, it appears that the prodi-

gious success of this entertainment induced Handel

afterwards to raise the prices of admission to a guinea,
and half-a-guinea for the gallery, a measure that gave
much offence to the subscribers to the opera.

At this period, Handel's Acis and Galatea was per-

formed, apparently without his sanction, by an English

company of performers, at the Haymarket theatre
;
on

which occasion it was acted like a play. This produced
an announcement from Handel, in these terms :

" June

the 10th, will be performed, Acis and Galatea, a serenata,

revised, with several additions, at the Opera-house, by a

great number of the best voices and instruments. There

will be no acting on the stage ; but the scene will represent,

in a picturesque manner, a rural prospect, with rocks,

groves, fountains, and grottos, among which will be dis-

posed a chorus of nymphs and shepherds, the habits,

and every other decoration suited to the subject." This

charming serenata has been constantly performed, from

Handel's time to the present, without any theatrical

action. Some attempts have lately been made to bring
it out as a regular opera, injudiciously, we think, as

neither the structure of the story, nor the style of the

music, are adapted for dramatic action. The proper

way to perform it, undoubtedly, is that indicated by
Handel himself, that is, without action, but with the

picturesque scenes and decorations which he describes.

In 1733, Handel produced the opera of Orlando, the

last he composed for Senesino; for the differences which

long subsisted between them, now broke out into an open

rupture. It has been remarked, that the terms on which

Handel was with Senesino, injured the music which he

composed for this singer.
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A number of English composers, the chief of whom
was Arne, were now candidates for public favour, in

opposition to Handel. Arne new-set Addison's opera of

Rosamond, and other English operas and oratorios were

brought out at the Haymarket theatre. These attempts

at rivalry were not very successful
;
but they tended to

withdraw the public attention from the Italian opera;

and their authors thus injured Handel, with little benefit

to themselves. A more formidable opposition, however,

now sprang up. The subscribers to the opera, who had

taken offence at Handel's conduct, in performing ora-

torios, at advanced prices, on opera-nights, and who,

further, appear to have espoused the cause of the singers,

in his disputes with them, entered into a new subscrip-

tion, for the performance of operas in Lincoln's-Inn-

Fields, and engaged the celebrated Porpora as composer.

They also engaged, as singers, Cuzzoni, Senesino, and

Farinelli, perhaps still the greatest singer that has ever

existed.

Handel, meanwhile, having entered into a renewed

agreement with Heidegger, again went to Italy to engage

performers. At Bologna, he heard Farinelli and Ca-

restini
;
and committed the surprising error in judgment

of preferring the latter, leaving Farinelli to be engaged

by his opponents.
The history of Handel's life, for some years, presents

nothing but an arduous and calamitous struggle against

the difficulties which surrounded him. To the persevering

hostility of the nobility, the talents of Porpora, and the

unparalleled popularity of Farinelli, he opposed the most

vigorous exertions of his matchless strength, which

enabled him, at times, to achieve splendid triumphs.

During this time, he produced a number of admirable

operas; among which was Ariadne, one of the most

brilliant of his productions. He set to music Dryden's
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Ode OK St. Cecilia s Day, which was produced under the

title of Alexanders Feast, with unprecedented success
;

and composed his oratorios of Athalia and Deborah.

During this unavailing struggle, Handel was obliged
to draw out of the funds the whole fortune, to the extent

of ten thousand pounds, which he had accumulated in

his more prosperous days. Both his mind and body

gave way under the pressure of his calamities. He
laboured under a depression of spirits, amounting,

according to one of his biographers, to insanity ;
and he

had a stroke of palsy. In this situation he was removed

to Tunbridge ; but, his state of body and mind becoming
worse and worse, he "was, with much difficulty, prevailed

on to go to Aix-la-Chapelle. There he received so much
benefit from the waters, and so much greater still from

quiet, and removal from the scene of his troubles, that

his health was speedily restored; and, in November,

1737, he returned to London in full possession of his

former vigour. He immediately resumed his efforts in

behalf of his theatre; and produced several new operas.

But he found it impossible to gain the public attention
;

and, when he attempted to benefit himself by publish-

ing these operas, the subscriptions hardly covered the

expense.
In these circumstances, he finally abandoned the opera,

and happily turned his thoughts entirely to that species

of composition which has rendered his name immortal.

To this he was incited by remembering the success of

his former oratorios. His imagination was kindled by
the sublime poetry of the sacred writings; and he felt

(as he himself declared) that this grave style of composi-
tion was best suited to the circumstances of a man

descending into the vale of years.

In pursuance of this plan, Handel, in January, 1 739,

produced his oratorio of Saul, and, in April following,



HANDEL. 161

Israel in Egypt. These great works, however, do not

appear, at that time, to have made any remarkable im-

pression ; and, what is more wonderful still, the Messiah,

when first performed, in 1741, was coldly received.

Nothing can account for a circumstance so discreditable

to the musical taste of England, but the supposition that

the spirit of factious hostility, against which Handel had

struggled so long, was still active. The composer resolved

to appeal from the injustice of England to the unbiassed

feelings of the sister island, and, accordingly, took his

departure for Dublin. To this step Pope alludes, in his

well-known lines in the Dunciad.

Strong in new arms, lo ! giant Handel stands,

Like bold Briareus, with his hundred hands ;

To stir, to rouse, to shake the soul, he comes,

And Jove's own thunders follow Mars's drums.

Arrest him, goddess ! or you sleep no more ;

She heard, and drove him to th' Hibernian shore.

An amusing anecdote is told of his journey to Dublin.

Being detained at Chester by contrary winds, and wishing
to try some of his music, he inquired if there were any

choristers, or others, in the place, who could sing at

sight. Among others, a printer, of the name of Janson,

was mentioned to him. On the trial of a chorus, poor
Janson could make nothing of it, and blundered so

egregiously, that Handel, after swearing in half a dozen

languages, called out in his broken English (the effect

of which was always very ludicrous), "You shcaun-

trel, tit you not dell me dat you could sing at soite?"
"
Yes, sir," said the object of his ire,

" and so I can,

but not at first sight!"

The Messiah was performed at Dublin, on the 27th of

March, 1742. Burney says that this was the first time

it was ever performed: but this is an error) and the

contrary is proved by the original score, in Handel's own
M
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hand-writing, in his Majesty's library, which we have

examined. The composer (according to his usual custom)
has dated it at the beginning, the 22nd of August, 1741

;

and he has noted at the end, that it was finished on the

12th*, and performed on the 14th of September, 1741.

The performance in Dublin, with equal humanity and

good sense on Handel's part, was for the benefit of the

city prison ;
and this sublimest effort of his mighty mind

was received with transports of wonder and delight.

The famous Mrs. Gibber was the principal singer, and

Dubourg was leader of the orchestra. One evening,

Dubourg, having to make a close, ad libitum, ventured so

far from the original key, that he found it difficult to

return to it, and wandered about in considerable perplexity

for some time. When he came, at last, to the concluding

shake, Handel, to the great enjoyment of the audience,

called out, loud enough to be heard in all parts of the

house, "Welcome home, welcome home, Mr. Dubourg!"
Beside the Messiah, Esther, Ads and Galatea, Alexander's

Feast, and other works of Handel, were performed with

equal success f.

*
This, of course, refers to the writing out of the MS., not to

the composition of the music.

-f-
The following is a chronological list of Handel's Oratorios

and Cantatas :

Esther - - - 1732

Deborah - - 1733

Athalia - - -

Saul - - - 1739

Israel in Egypt
Messiah - - 1741

Sampson - - 1743

Susannah - - 1744

Joseph ...
Belshazzar - - 1745

Occasional Oratorio - 1746

Judas Maccabeus -

Joshua --- 1743

Solomon - -

Alexander Balus -

Theodora - - 1749

Jephtha - 1751

Cantatas.

Acis and Galatea - 1732

Alexander's Feast - 1736

Semele - - 1744

Hercules - - 1745

Triumph of Time and!

Truth - -
|
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After a residence of eight or nine months in Ireland,

which was very beneficial to him, Handel returned to

London
; and, for some years afterwards, brought out,

in succession, the rest of his oratorios. As he had

abandoned all concern with the Italian Opera, he had no

further animosities on that score to contend with; but,

though the Messiah was more and more favourably

received, and always drew crowded houses, yet the per-

formances of his other oratorios were generally so poorly

attended as frequently not to defray his expenses. And
it is melancholy to relate, that, so blind were the English

public to the merits of their illustrious musician, that

the expenses attending these performances (which were

on a large and liberal scale) not only exhausted his

funds, but actually rendered him a bankrupt. This

circumstance, so discreditable to the nation, happened
in 1745. Dr. Burney (to whom all Handel's biographers

must be indebted for the most interesting particulars of

his life,) mentions, that, on those occasions, when his

oratorios were performing to empty houses, Handel used

to console his friends, who were lamenting the thinness

of the attendance before the curtain drew up, by saying,
" Never mind, de moosic vill sound de petter !

"
In 1 749,

his Theodora was so utterly neglected, that he was glad,

for the sake of getting something of an audience, to give

orders for admission to any professors who did not

perform. Two of these gentlemen having afterwards

applied for orders to hear the Messiah, he exclaimed,
"
Oh, your sarvent, meiii herrn ! you are tamnable

dainty! you would not go to Theodora; there was room

enough to dance there when dat was perform." His

Majesty King George the Second, however, steadily

supported Handel, and regularly attended his oratorios,

when they were deserted by all his court.

The Messiah having raised Handel's reputation so high,

M 2
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and, being always so successful when performed, he de-

termined, with the benevolence which belonged to his

character, to have it annually performed for the benefit

of the Foundling Hospital ;
and this he continued to do

as long as he lived. The organ in the chapel of the

hospital was also his gift; and he presented the institu-

tion with a fair copy of the score of the Messiah. The

directors, with a wonderful degree of ignorance, mistook

the nature of the gift; and, supposing it was meant to

give them an exclusive right to the performance, they
were foolish enough to resolve to apply to Parliament for

an Act to that purpose. In the first place, however, it

was thought necessary to ask Handel's concurrence,

and a deputation accordingly waited upon him to obtain

it. But the composer, bursting into a rage, exclaimed

in a tone worthy of his own Polyphemus,
" Te deyvil !

for what sail de Foundlings put mein oratorio in de Par-

liament? Te deyvil! mein moosic sail not go to de

Parliament!"

In his latter years Handel became blind; but this

calamity did not affect his powers as a public performer.

It was affecting to see him, at upwards of seventy years

of age, led to the organ, and then brought forward to

make his usual obeisance to the audience; but even

then, the concertos and extempore pieces, which he used

to play between the acts of his oratorios, were distin-

guished by all his wonted strength of imagination, and

energy of execution. At this period, he was in the

practice, even in his regular concertos, of playing the

solo parts extempore. The full parts only were written

for the orchestra; when he came to his solo, he played
it extempore, adhering, of course, to the general design
of the piece ;

and when he indicated, by a shake, that he

had come to a close, the band went on with what was

written before them. Though his blindness did not
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impair his intellectual vigour, however, it deeply affected

his feelings. He was always much moved during the

performance of his own pathetic air,
" Total eclipse," in

Sampson.
His last appearance in public was on the 6th of

April, 1759, when he performed as usual. He died

seven days afterwards. Dr. Warren, who attended him
in his last illness, said that he was perfectly sensible of

his approaching dissolution, and that he had expressed
a wish, for several days before his death, that he might
breathe his last on Good Friday, in hopes, as he said,

of meeting his Lord and Saviour on the day of his

resurrection, meaning the third day, or Easter Sunday

following. His wish was fulfilled. He was buried in

Westminster Abbey ;
and over the place of his interment

there is a monument by Roubilliac, consisting of his

figure, in an erect posture, and holding a scroll, inscribed

with the words "
I know that my Redeemer liveth," and

the notes to which these words are set in the Messiah.

The character of Handel, in all its great features, was

exalted and amiable. Throughout his life he had a

deep sense of religion. He used to express the great

delight he felt in setting to music the most sublime

passages of Holy Writ; and the habitual study of the

Scriptures had constant influence on his sentiments and

conduct. For the last two or three years of his life he

regularly attended divine service in his parish church of

St. George's, Hanover-square, where his looks and

gestures indicated the fervour of his devotion. In his

life he was pure and blameless
;
not possessed of strong

passions (for his impetuosity of manner was not the

result of passion), nor even of very warm affections;

but yet friendly and benevolent. To this part of his

character may be ascribed his life of celibacy ;
but to
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a higher principle must be imputed his freedom from

dishonourable connexions with the female sex.

His few foibles were not of a nature to sully the

brightness of his character. The greatest of them

certainly was his use of profane expressions, to which,

notwithstanding the real piety of his character, he was

unbecomingly addicted. For this, however, there was

some excuse in the manners of the age, when such

expressions were habitual even among the better classes

of society. He liked to indulge in good living, but not

to an injurious or degrading excess. He was rough
and impetuous, but utterly free from malevolence or

ill-nature.

His intellect was vigorous and well cultivated. He
was acquainted with Latin, and a master of the Italian

language, and understood English well enough to be

sensible of the beauties of our poets. His knowledge of

our language, indeed, is very apparent from the admi-

rable manner in which the words of his oratorios, not-

withstanding occasional errors of accent and prosody,
are adapted to the music.

In his person, Handel was large and rather corpulent ;

his features were very handsome
;
and his countenance

was placid, with an expression of mingled dignity and

benevolence. He had a great deal of wit and humour ;

and, even in his fits of anger or impatience, his

sallies of pleasantry, conveyed in his grotesque English,

produced merriment rather than uneasiness. He wore

an enormous white wig, flowing over his shoulders,

which, when things were going well at the oratorio, had

a certain vibratory motion, indicative of his satisfaction.

At the rehearsals of his oratorios at Carlton-house, if

the Prince and Princess were not punctual in entering

the room he used to be violent; yet such was the
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reverence with which these illustrious personages (to

their honour) treated him, that they never took offence

at his freedom
j
but the Prince, admitting that he had

cause of complaint, has been heard to say,
" Indeed it

is cruel to keep these poor people/' meaning the per-

formers,
"
so long from their scholars and other con-

cerns." If the maids of honour, or other female

attendants, indulged their loquacious propensities during
the rehearsal, our composer's rage was uncontrollable,

and sometimes carried him to the length of swearing
and calling names, even in the presence of royalty. Yet,

at such times, the Princess of Wales, with her accus-

tomed mildness, used to say to her attendants,
"
Hush,

hush ! Handel is in a passion !

"

Notwithstanding his frequent and ruinous losses, arid

his liberality of character, Handel died possessed of

twenty thousand pounds, which, with the exception of

a thousand pounds to the fund for the support of

decayed musicians, he bequeathed to his relations in

Germany.
Handel was the greatest of musicians

j
and it is not

more probable that the lustre of his name shall be

dimmed by age, or impaired by successful rivalry, than

that any such thing shall befal the names of Homer,

Milton, or Michael Angelo. Since his day, indeed,

music, in some respects, has been progressive. Melody
has become more rythmical, flowing, and graceful ;

the

powers of instruments have been enlarged, and number-

less beautiful and striking effects have been obtained

by successive discoveries in regard to their treatment

and combination. Hence the music of the theatre and

the chamber has gained greater freedom, variety, and

richness
;
and hence the Italian operas of Handel have

shared the fate of all the dramatic music of his day.

They have sunk into oblivion, and for ever
j for, were
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their revival attempted, their beauties could not prevent
them from appearing dry, constrained, and meagre, to

modern ears
;

and the world could never return to

those forms of theatrical composition which, in the

progress of taste, have been necessarily abandoned. But

the music of the church, the noblest branch of the art,

has remained unchanged for generations, and will

probably remain unchanged for generations to come.

Founded on the great principles of harmony established

by the ecclesiastical composers of the sixteenth and

seventeenth centuries, it is constructed of materials over

which time has small power j
and the few ornaments

which may be applied to it by the varying taste of

different ages, can but slightly affect the aspect of its

massive and colossal structure. Compared to this, accord-

ingly, all other kinds of music appear to be fleeting and

ephemeral. In every country, it is the oldest music

that is extant
; and, in our own, the walls of our cathe-

drals may still re-echo the sacred strains of Gibbons

and Tallis, Purcell and Boyce, after all the profane
music that has been produced, from their days to our

own, shall have been swept away. It is on this foun-

dation that Handel has built the stupendous chorusses

of his oratorios. Their duration is independent of the

mutability of taste or fashion. They make the same

impression now as when they were heard for the first

time, and will continue to act on the mind with undi-

minished power so long as the great principles of human
nature shall remain unchanged. In regard to the airs

of these great sacred works, such of them as are dis-

figured by long and stiff divisions, formal closes, and

other marks of the antiquated taste of the time, are no

longer heard with the pleasure they originally conferred
;

but it is the glory of Handel's genius, that in his

moments of inspiration, he broke through the conven-
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tional trammels which bound his contemporaries, and

imagined those divine melodies which must for ever find

their way to the heart. Handel's airs almost uniformly
bear the impress of his mind

;
but some of them resemble

a noble or beautiful figure clothed in the cumbrous

costume of his day, while others, free from such trap-

pings, display the perfect symmetry and grace of some

exquisite remnant of Grecian art. If the chorusses hi

the Messiah,
" For unto us a child is born," and the

"
Hallelujah," shall continue, from age to age, to produce

awe and veneration, so shall the airs,
"

I know that my
Redeemer liveth,"

" He shall feed his flock," and " He
was despised and rejected," fill the mind with chastened

joy, tenderness, and pity.

The parts of Handel's compositions which will form

the most enduring monument to his memory, are those

which are capable of producing their effects chiefly by
means of the combined powers of human voices

;
for

the more independent music is of the assistance of instru-

ments, the less will it suffer from the influence of time.

Changes are incessant in the structure and powers of

instruments. Some drop out of use, and others are

invented; while their infinite variety of combinations

are constantly assuming new forms, in consequence of

the boldness of genius and the caprices of taste. But
the voice, in its chief features, is always the same. The
most sublime harmony in existence is that which is so

broad in its structure that it can be distinctly produced
by a great body of voices. Of this description are the

Chorales, which, in Germany, are composed by the

greatest masters, and performed on the most solemn
occasions. The greatest of Handel's chorusses are of

this character. The different parts are either united in

great and solid masses of sound, or responsive to each

other in passages of fugue or imitation, which taken by
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themselves are plain, simple, and distinct phrases of

melody, and derive their effect from the manner in

which they are combined and blended. Were each of

these parts to be sung by so great a number of tuneable

and powerful voices as would fill the church or other

place of performance, no instrumental additions could

increase the power of the harmony j
and thus the only

use of instruments is to create a volume of sound which

could not otherwise be obtained. Accordingly, in these

chorusses, the instruments are played in unison or in

octaves with the different vocal parts ;
and the design

of the composer, and the original structure of his

harmony, are in nowise affected, whatever number or

variety of instruments are used along with the voices,

whether we have only those employed by Handel

himself, or the riches of a modern orchestra. Provided,

however, that the volume of sound is suited to the

magnitude of the place, the more completely it is made

up of voices the better; while, on the other hand, we

often find that the grandeur of a chorus is impaired by
the voices being smothered by an over proportion of

instruments. This comparative independence of the

aid of instruments must necessarily give to the sublime

chorusses of Handel a longevity which will be denied

to the modern compositions of this class, in which the

vocal harmony is frequently less prominent than the

florid instrumental symphony by which it is accom-

panied.

The oratorios of Handel, till within a recent period,

were almost unknown in his own country. They are

now, however, performed on a great scale, and under

the direction of the first masters, in every part of

Germany. In France, too, they are beginning to be

well known. In Britain they now, we are convinced,

receive a greater degree of attention than they have met
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with at any former period j
and they will be more and

more extensively studied and performed as musical

knowledge and taste shall diffuse themselves. Our
error is, that we confine ourselves to a few of them,

neglecting, in a great measure, the others; but this

error is now so generally acknowledged, that its cor-

rection may with some confidence be expected. When
we see some of these works, which are never heard

in England, forming the chief features of the great
annual festivals on the banks of the Rhine and the

Danube, we ought to be ashamed of neglecting any of

the compositions of the greatest musician the world ever

saw, who devoted all the energies of his mighty mind to

the service of our own country.
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CHAPTER IX.

MUSIC IN ITALY DURING THE EIGHTEENTH CENTURY.
STEFFANI. CLARI. DURANTE. MARCELLO. PORPORA.

HASSE. LEO. VINCI. FEO. PERGOLESI.

THE beginning of the eighteenth century was the Au-

gustan age of Italian music. The masters, of whose

labours we have already spoken, had gradually shown
that the great charm of the art consists in a flowing,

rhythmical, and expressive melody, to which the combi-

nations of harmony, however ingenious and elaborate,

are merely accessories. From this period the refine-

ment of melody became the chief object of attention

among the Italian composers, while harmony became

gradually less and less cultivated. For a time, however,

and by the constellation of musicians who flourished

towards the beginning of the century, the beauties of

melody were heightened by all the resources of counter-

point ;
most of those great masters having devoted their

talents to the church as well as the theatre and the

chamber. But, by degrees, the profound and learned

ecclesiastical style of the old musicians disappeared,

and the solemn services of the church became almost

as light and airy as the pieces for the theatre
;
an air in

an oratorio or a mass differing in nothing but the words

from an opera song. Still the Italians, during the

eighteenth century, maintained their ground in dramatic

music against the German school, which was rapidly

advancing to its present pre-eminence.

We shall now give some account of the most distin-

guished among the composers who flourished in Italy

about the beginning of the last century.
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AGOSTINO STEFFANI, born in 1650, was a composer
of great excellence for the church, the theatre, and the

chamber. He was appointed chapel-master at the court

of Hanover by the Duke of Brunswick, father of George
the First. He appears to have been a man of extra-

ordinary endowments, for he was employed in important

diplomatic affairs
; and, for his conduct in the measure

of creating the Duchy of Brunswick Luneburg into an

electorate, he received a pension of 1500 rix-dollars per

annum. He was also made Bishop of Spigna by Pope
Innocent the Eleventh. In consequence of this eleva-

tion he resigned his office of chapel-master in favour of

Handel, in 1708. In 1724 he was elected President

of the Academy of Ancient Music in London, and

died in 1730. His works consist of masses and other

compositions for the church
j

several operas; with

madrigals and other pieces for chamber performances.

His duets for two voices, with an accompaniment for a

bass, are remarkable for beauty of melody and ingenuity
of contrivance.

CARLO MARIA CLARI was chapel-master of the

Cathedral of Pistoia. His chamber duets and trios,

published in 1720, are very similar in character to those

of Steffani.

The composer of that age, whose writings have re-

mained longest in general favour, was FRANCESCO
DURANTE. This admirable musician was born in 1693,

and was long master of the Conservatorio (or Music-

school) of St. Onophrio, at Naples. He numbered

among his disciples almost the whole of the eminent

men who supported the musical fame of Italy during
the eighteenth century, Pergolesi, Terradellas, Piccini,

Traetta, Sacchini, Paesiello, and Guglielmi. His duets

are to this day looked upon as perfect models in this

species of composition, whether we regard the grace of
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the melody, the admirable expression given to the words,
or the consummate skill displayed in the modulations

and in the combination of the parts. They are still

considered, in France and Germany, as well as in Italy,

as the most valuable studies for young composers.

Sacchini, who used to teach them to his favourite

scholars, seldom finished his lesson without kissing the

book. An excellent edition of them was published
some years ago at Paris, under the immediate super -

intendance of Cherubini, one of the most accomplished
musicians now living.

BENEDETTO MARCELLO was born at Venice in 1686,

of one of the noblest families of that republic. His

musical compositions were very numerous, consisting of

psalms, operas, madrigals, and songs. He was also a

poet, and wrote several of the dramatic pieces which he

set to music. His great work, still well known to mu-

sicians, is his Psalms. It is a paraphrase of the first

fifty psalms, written by Ascanio Giustiniani, and set to

music in one, two, and three vocal parts, by Marcello;

published in 1724 and 1725. There is a fine English
edition of this work, in eight folio volumes, which was

set on foot by Mr. Avison, author of the Essay on Mu-
sical Expression, and accomplished by Mr. Garth of

Durham, who adapted to the music words from our

prose translation of the Psalms. Marcello's Psalms

have received more and less than justice from different

critics. While Avison's praise is somewhat exaggerated,

Burney's censure is too severe. Burney ascribes the
"
over-praise" which Marcello received, partly, at least, to

his nobility ; but, however much this consideration may
have operated during his life, it can hardly account for

the elevated rank which has been assigned to him as a

musician by the greatest writers on the art. It is

enough to mention Padre Martini of Bologna, who, in
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his celebrated Sagglo di Contrapunto (Essay on Counter-

point), mentions Marcello as one of the greatest masters

of the Venetian school. The work in question is cer-

tainly worthy of the author's reputation. It is full of

beautiful and expressive melodies
;

the contexture of

the vocal parts is admirable; and there is great boldness

and variety in the modulations and harmonies. The

music, however, is somewhat too light and dramatic :

it is defective in the severe simplicity, and grave so-

lemnity, which ought to characterize the ecclesiastical

style. Marcello's Psalms have now become a rare book ;

but extracts are to be found in different collections of

sacred music
;
and some movements of them are occa-

sionally heard at concerts.

Among Marcello's literary productions, which are

numerous, there is a satire, entitled Teatro alia moda, or,

"An easy and certain method of composing and per-

forming Italian Operas after the modern manner." It

is amusing to observe how pointedly the sarcasms against

the modern fashions of 1720, are applicable to the modes

of our own day.

The satire is levelled against poets as well as com-

posers.
" The modern poet," says the author,

" should

completely abstain from reading the ancient writers, for

this reason, that the ancient writers never read the

moderns. Before entering upon his task he will take

an exact note of the quantity and quality of the scenes

which the manager is desirous of introducing into his

drama. He will compose his poem verse by verse, with-

out giving himself any trouble as to the action, in

order that it may be impossible for the spectator to com-

prehend the plot, and that curiosity may thus be kept

alive to the end of the piece. By the way, he will not

forget to close the piece with a brilliant and magnificent

scene, terminating in a grand chorus in honour of the
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sun, the moon, or the manager. He will have recourse

as frequently as possible to the dagger, to poison, to

earthquakes, spectres, and incantations. All these ex-

pedients are admirable
; they cost but little, and pro-

duce a prodigious effect on the public."

The satirist thus instructs the composer :

" The

modern composer has no occasion for a knowledge of

the rules of composition ; practice, and a few general

principles, will be quite sufficient. Nor has he any occa-

sion for an acquaintance with poetry ;
he need not even

be able to distinguish a long syllable from a short one.

He will do well not to read the poem before setting it to

music, for fear of over-loading his imagination and

oppressing his genius. He will compose the music

verse by verse, and will not fail to adjust to the words

such airs as he has composed in the course of the year,

even though the metre and the expression should be at

perfect variance with his ideas. He will produce no

airs but such as are accompanied by the whole orchestra
;

for, in order to compose in the modern taste, it is in-

dispensable, above all things, to make plenty of noise.

As to the singers, they should take care never to practise

solfaing, for fear of falling into the old-fashioned custom

of singing in tune and time; both which things are at

absolute variance with the taste of the day. And not

only will they change the time of the airs, but also the

airs themselves, though their variations are in direct

opposition to the bass and the whole of the instru-

ments."

Any
" laudator temporis acti" of our own day, wishing

to expose the present vices of the musical stage, in

regard to poetry, composition, and performance, would

handle the subject exactly as Marcello did above a cen-

tury ago. He would talk of the degradation of the

musical drama by its conversion into a spectacle, full of
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spectres and incantations; of the determination of the

composers, above all things, to make plenty of noise; and

of the unmeaning and vicious flourishes with which the

airs are loaded by uneducated singers : and he would

recal, with a sigh, the golden days when the Italian

opera flourished in all its beauty and purity. And yet

it was in those very golden days that Marcello's satire

was written in the days when Apostolo Zeno was in his

zenith, and Metastasio was appearing on the horizon

when the music of the Italian stage was composed by
Leo, Vinci, Porpora, Steffani, and Clari, and sung by
Faustina, Cuzzoni, Caffarelli, and Farinelli. At a period,

too, considerably later, but still at a time when the

Italian school retained much of the excellence which it

is now universally admitted to have lost, we find, in the

correspondence of Metastasio*, the same complaints of

the ignorance and bad taste of his contemporaries, and

the same regretful looking back to past days, in which

Marcello indulged before him, in which we indulge after

him, and in which our posterity will indulge after us, so

long as human nature shall remain what it is.

Marcello, notwithstanding his devotion to music and

poetry, held important offices in the state, and was

distinguished for his activity in the discharge of his

public duties. He died at Brescia in 1739.

NICOLO PORPORA was born at Naples in 1689. He
received his musical education from Alessandro Scarlatti,

by whose instructions he was rendered a consummate

musician. He began his career at Vienna, where his

merit was not at first appreciated, as he remained for

some time in obscurity. M. Beyle, in his Life of Haydn,

gives an amusing anecdote of Porpora at this period.
" In the time of Charles the Sixth," says that writer,

* See Burner's Life of Metastasio.
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" the celebrated Porpora lived at Vienna, poor and un-

employed. His music did not please the imperial

connoisseur, as being too full of trills and mordenti.

Hasse wrote an oratorio for the emperor, who asked

him for a second. He entreated his majesty to permit

Porpora to compose it. The emperor at first refused,

saying that he did not like that capering style -, but,

touched with Hasse's generosity, he at lengh complied
with his request. Porpora, having received a hint from

his friend, did not introduce a single trill in the whole

oratorio. The emperor, surprised, continually repeated

during the rehearsal,
' Tis quite a different thing,

there are no trills here !

'

But when they came to the

fugue which concluded the sacred composition, he ob-

served that the theme commenced with four trilled

notes. Now every body knows, that in fugues the

subject passes from one part to another, but does

not change. When the emperor, who was privileged

never to laugh, heard, in the full height of the fugue,

this deluge of trills, which seemed like the music of

crazy people in a palsy, he could no longer preserve

his gravity, and laughed outright, perhaps for the first

time in his life. In France, the land of jokes, this

might have appeared out of place ;
but at Vienna it was

the commencement of Porpora's fortune."

Porpora's first opera, Ariana e Teseo, performed at

Vienna in 1717, laid the foundation of his reputation,

which immediately extended throughout Europe. After

a splendid course of success in Germany and Italy, he

came to England in 1733, having been invited by a

party of the nobility and gentry to conduct the Opera
established by them in opposition to the party who

patronised Handel. Notwithstanding, however, the sup-

port which he received from Handel's opponents, his

own acknowledged ability, and the aid he received from
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the unrivalled singing of Farinelli, he was unable to

withstand his gigantic adversary ; and, after maintaining
the unequal contest for several years, he returned to

Italy. He was for some time master of the Incurabili

Conservatory at Venice. Afterwards we find him again
at Vienna, old and indigent. In the year 1759, Haydn,

yet an obscure young man struggling with poverty, got
introduced into the family in which he resided, in order

to obtain the benefit of his instructions. "Haydn,"

says the writer already quoted,
" who cared for nobody

but the old Neapolitan, employed all sorts of devices to

get into his good graces, and to obtain his harmonic

favours. Every day he rose early, brushed the old

man's coat, cleaned his shoes, and combed out his

antique periwig, though he was as sour as can well be

imagined. Haydn at first obtained nothing but the

courteous salutation offool or blockhead when he entered

his room in a morning. But the bear, finding that he

was served gratuitously, and observing, at the same

time, the rare qualities of his voluntary lackey, allowed

himself to soften now and then, and gave him some

good advice." In this way Haydn learned the Italian

method of singing, and the art of accompaniment on

the harpsichord. In the latter part of his life Porpora
retired to Naples, where he died in poverty, in 1767, at

the age of eighty-two.

Porpora is described as a man of considerable wit and

humour, of which, indeed, his joke of the trilled fugue
is a proof. A smart saying is recorded of him by his

biographers. Visiting a monastery in Germany, the

monks requested him to be present at the service, in

order that he might hear the organist.
"
Well," said

the prior afterwards,
" what do you think of our or-

ganist?" "Why," answered Porpora, "he is a clever

man." "And a good charitable man, too," interrupted

N 2
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the prior ;
"his simplicity is really evangelical."

"
Oh,"

said Porpora, "as to his simplicity, I observed that ;

for his left hand knoweth not what his right hand doeth."

The compositions of Porpora consist of more than

fifty operas, and many cantatas, which remained long
in favour.

" The cantatas of Porpora," says Burney,
" have always been much esteemed, on account of the

excellence of their recitatives, and the good taste and

truly vocal style of the airs. Perhaps the art is much
more indebted to this master, for having polished and

refined recitative and measured air, than for enriching

it by the fertility of his invention."

ADOLFO HASSE, though a German by birth, is gene-

rally classed among Italian composers. He was born at

Bergedorf, near Hamburgh, in 1699. At the age of

twenty- five he went to Naples, where he received instruc-

tions from Porpora and Alessandro Scarlatti. His

genius began to be noticed at Naples in 1725; and,

during his long life, he produced an immense number of

works, both for the church and the theatre. In 1/32

he married the celebrated Faustina, and resided at

Dresden and Vienna till 1 775, when he retired to Venice,

the place of Faustina's nativity. Both husband and

wife died in 1 783 : the former at the age of eighty-four ;

the latter at the age of ninety. Dr. Burney, who visited

Hasse at Vienna, in 1772,* gives a very pleasing ac-

count of the veteran composer and his family. Hasse's

dramatic works, like all those of his time, are forgotten ;

but his sacred compositions, many of which are still

performed, justify the character given of him by Burney,
who says that he was the most learned, natural, and

elegant composer of his age. Some beautiful specimens
of his style are to be found in Latrobe's Collection of

Sacred Music.

*
State of Music in Germany, vol. i.
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Among the great Italian masters of the beginning of

the eighteenth century may also be enumerated, LEO-

NARDO LEO, FRANCESCO FEO, and LEONARDO VINCI,

all of whom belonged to the school of Naples, and

distinguished themselves by their ecclesiastical as well

as dramatic compositions. To these names must be

added that of NICOLO LOGROSCINO, a Neapolitan com-

poser, who, though his works are now lost, deserves to

be recorded as having given additional variety and effect

to the music of the opera by the invention of those con-

certed pieces called finales.

The last of the composers who may be considered as

belonging to this period, was GIOVANNI BATTISTA PER-

GOLESI, who was born in the neighbourhood of Naples, in

1 704. He received the usual musical education of the time,

but early showed a dislike to the intricacies of learned

counterpoint, and a love of simple melody. After leaving

the Conservatorio, or music-school, at which he had been

placed, he received instructions from Vinci, in vocal

composition. His first productions were comic operas,

one of which, the Serva Padrona, was in great favour

throughout Italy, for many years. In 1 735 he was en-

gaged to compose the music of Metastasio's Olimpiade,

for Rome, and produced a work of exquisite beauty.

But by some strange caprice on the part of the Roman

public, it was very coldly received
;
while another opera,

by Duni, an inferior composer, was applauded to the

skies. Duni himself, who was a man of a candid and

generous spirit, as well as a good musician, was ashamed
of the treatment Pergolesi had received

;
and not only

expressed his honest indignation in strong language, but

exerted himself to promote the success of his rival's opera,

though without effect; and Pergolesi, disappointed and

mortified, returned to Naples. After some time, he

turned his attention to sacred music, and was prevailed
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upon to compose a mass and vespers for a festival at

Rome. These productions were heard with enthusiasm,

and their reception was some consolation for his former

treatment in that city. Whether, however, from infir-

mity of constitution, or from the effect of that treatment

on his sensitive mind, his health rapidly declined, and

he soon fell into a confirmed consumption. He retired

to a small house at Torre del Greco, on the sea-side,

where he lingered for a short time, and expired at the

age of thirty-three. It was while in this retreat, and on

the verge of the grave, that he composed those works

which have especially contributed to render his name

immortal: the cantata of Orfeo e Euridice, the Salve

Regina, and above all, the Stabat Mater, that divine

emanation of an afflicted and purified spirit.

The death of Pergolesi excited throughout Italy deep
sorrow

;
a feeling which at Rome was mingled with

unavailing regret for the injustice which had been done

him. The Olimpiade was again brought out with the

utmost magnificence, and received with enthusiasm by
the same public, who, two short years before, had listened

to it with a coldness which withered the young composer's

hopes, and probably brought him to an untimely grave.

This opera was first performed in England in 1742. It

was received with much applause, and frequently re-

peated ;
but it was obliged to give way to the more

powerful and energetic music, afterwards composed for

the same drama, by Jomelli.

Pergolesi's sacred music is distinguished by the natu-

ral and expressive strain of its melody, and the simplicity

of its construction. Every thing in it has the appear-
ance of the utmost ease, and yet it is that sort of ease

which is the perfection of art, and is attained only by
the highest genius. If the heavenly Stabat Mater has a

fault, it is, perhaps, a certain degree of monotony,
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arising from the unvarying uniformity of the sentiment

which pervades it. But this objection (if it is one,)

belongs properly to the poetry, the expression of which

is faithfully echoed by the music. Many beautiful pieces

of Pergolesi's are found in modern collections, particu-

larly that of Latrobe
;
and some of them are frequently

heard at our performances of sacred music. If the

opinion be correct, that musical elaboration has reached

its height, and that there is a tendency to return to the

simplicity of former times, one consequence of this ten-

dency will be a revival of the popularity of Pergolesi.
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CHAPTER X.

MUSIC IN ITALY DURING THE EIGHTEENTH CENTURY, CON-

TINUED. GALUPPI. JOMELLI. PICCIN1. 6ACCHINI.

PAES1ELLO. CIMAROSA.

THE composers of whom some account has now been

given, were employed, nearly contemporaneously, in ad-

vancing the state of Italian music, towards the beginning
of the last "century. They were followed by another

generation, whose labours were likewise nearly contem-

poraneous, among whom were Galuppi, Jomelli, Piccini,

Sacchini, Guglielmi, Traetta, Terradellas, and others ;

and these, again, were succeeded by a third generation,

which is distinguished by possessing the names of

Paesiello and Cimarosa.

BALDESSARO GALUPPI was born in the year 1701, in

the little island of Burano, near Venice, whence he has

been distinguished by the name of Buranello. His two

first operas were produced in 1 722 ; and, during his life,

which closed in 1785, he was a very fertile composer
for the church, the theatre, and the chamber. Dr. Bur-

ney visited him at Venice in 1770, when he was as full

of fire and genius as ever
;
"and he seems," adds the

historian,
" to have constantly kept pace with all the

improvements and refinements of the times, and to have

been as modern in his dramatic music, to the last year

of his life, as ever." Some idea of this composer's style

may be formed from the charming air,
" How blest the

maid," in the opera of Love in a Village, an air, which,

notwithstanding its great simplicity, is to the performer

the most trying song in the piece. It must be sung
after the manner of the old Italian school; the notes

must be "with linked sweetness long drawn out," and

the embellishments must be at once rich, chaste, and
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graceful. Hence, while we have sometimes heard this

air received with a tumult of delight when given by a

truly great singer, we have frequently observed it to

pass unnoticed when sung by vocalists who, though

possessed of voice and execution sufficient to win ap-

plause in a difficult bravura, have never been taught to

achieve the still greater difficulty of singing a simple

Italian melody.
The name of NICOLO JOMELLI is one of the most

illustrious in musical history. This great man was born

in 1714, at Aversa, a town near Naples, in which city

he received his musical education under Leo and Durante.

At three-and-twenty, he produced his first opera, LErrore

Amoroso; and, the following year, his Odoardo. By
these works he gained so high a reputation, that he was

invited to Rome and Bologna, which latter city he

visited in 1741. On his arrival he waited on Padre

Martini, and, without making himself known, begged
to be admitted among the pupils of the venerable

master. Martini gave him, as an exercise, the subject

of a fugue j
but he no sooner observed the manner in

which his new pupil was working upon it than he

exclaimed,
" You are making game of me, who are

you? It is I that ought to be the scholar!" Jomelli,

however, afterwards admitted that he had learned a

great deal from this great contrapuntist. In 1749 he

was at Rome, where, notwithstanding the favour he had

previously enjoyed, he seems to have given some um-

brage to the public, which displayed itself so violently

on the first night of his Armida, that he was obliged to

make his escape from the theatre in the middle of the

performance, and to leave Rome the same night. The

feeling, however, was transient
; for, within two years

afterwards he returned, and was appointed chapel-

master of St. Peter's. In the interval he had resided
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at Vienna, where his acquaintance with Metastasio

commenced,, and soon ripened into a friendship which

ended only with Jomelli's life. He became the great

poet's favourite composer, and set a number of his

best operas. In Metastasio's letters, from this period,
the character and genius of Jomelli are frequently men-
tioned in language of affectionate esteem and admiration*.

In a letter from Metastasio to his friend and principal

correspondent, Farinelli, written in 1749, the poet says,
" Jomelli is about thirty-five years of age, of a spherical

figure, pacific disposition, with an engaging countenance,
most pleasing manners, and excellent morals. He has

surprised me. I have found in him all the harmony of

Hasse, with all the grace, expression, and invention of

Vinci. If ever you should see him, you will be attached

to him, as he is certainly the most amiable gourmand
that ever existed."

Jomelli was soon induced to quit Rome,by an invitation

from the Duke of Wurtemburg to settle at his court.

He resided at Stutgard for nearly twenty years, during
which time he produced a prodigious number of works

for the church as well as the theatre. This long sojourn

in Germany led him to make a considerable alteration

in his style, and to adopt fuller harmonies and more

elaborate vocal and instrumental combinations. This

change, however, though it rendered his music agreeable

to German ears, was by no means approved of by his

own countrymen. Metastasio, whose long residence at

Vienna appears, from many passages in his letters, to

have had no effect in inspiring him with German

opinions, remonstrated with Jomelli on the subject, in a

letter written to him in 1765.
"
Ah, my dear Jomelli,"

* These Letters, many of which are given in Burney's Life of

Metastasio, besides being delightful in other respects, are full of

excellent poetical and musical criticism.
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says the poet,
" do not adandon a faculty in which you

have not, nor ever will have, a rival. In masterly airs

there may be composers, perhaps, who by means of

pains and labour will approach you; but in finding the

road to the hearts of others, their own must be formed

of fibres as delicate and sensitive as yours. It is true that,

in writing in this new style, you cannot help sometimes

expressing the passions in the way which youf own

happy temperament suggests. But as you are obliged,

in order to support your learned idea, too frequently to

interrupt the voice, the impressions already made on the

mind of the hearer are effaced
;
and for the reputation

of a great master, you neglect that of an amiable and

most powerful musician." This language conveys, with

great precision, an opinion frequently expressed with

regard to the present German composers ;
of several of

the greatest of whom it is said, with some justice, that

though their native genius enables them to write with

energy and expression, yet they are too often obliged, in

order to support their learned ideas, to interrupt the

voice, and thus weaken or even efface the impression
which it has already made. Nobody, however, will,

now-a-days, concur in the justice of this censure, as

applied to the music of Jomelli, which is only rendered

the more satisfactory to modern ears for the very fault

imputed to it by his countrymen in his own day.

Jomelli's adoption of the German style was disastrous

to him after his return to Italy. His Armida, one of his

most exquisite works, which he produced at Naples, in

1769, was successful; but his Demofoonte, in 1770 was

coldly received; and his Ifigenia in Aulide, in 1771,

experienced a total failure. This shock brought on a fit

of apoplexy, from' which the unfortunate composer never

entirely recovered. A very short time before his death

he composed his sublime and beautiful Miserere, the
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words of which are Mattel's Italian version of the fifty-

first psalm; a work to this day held in the highest

admiration, and sufficient of itself to render his name
immortal. He expired on the 28th of August, 1 774,

and received a public funeral of the most magnificent

description.

Jomelli's unfortunate failure to please his countrymen
at the end of his long and glorious career, has been

made the subject of some excellent remarks by Dr. Bur-

ney.
" On his return to Italy," he says,

" Jomelli tried

to thin and simplify his dramatic music, which, however,

was still so much too operose for Italian ears, that in

1770, on my asking a Neapolitan how he liked the

opera of Demofoonte, he cried out with vehemence,
' E

scelerata, Signore!' Climate seems to operate so much
on music, however its influence may be disputed in

manners and government, that what is admired in one

country is detested in another. In cold climates, labour

is necessary to circulation; in hot, ease is the grand
desideratum. This principle is carried to such excess in

Italy, that whatever gives the hearer of music the least

trouble to disentangle is Gothic, pedantic, and scelerata.

As to difficulties of execution in a single part, the com-

posers and performers may spin their brains and burst

their blood-vessels, and welcome, provided the texture

of the parts is clear and simple. The Gothic inventions,

as they call them, of fugues, canons, and laboured

counterpoint of the sixteenth century, they are willing

to resign to the Flemings, who first brought them into

Italy; but of which all the natives, except a few obsti-

nate pedants, struggled to divest their music, particularly

that for the stage, during the last century. I entirely

agree with Martial, that '

turpe est difficiles habere nugas ;'

but that the art is to be enervated to the level of

ignorance, idleness, and caprice, I deny. It is the excess
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of learning or facility, that is truly reprehensible by good
taste and sound judgment; and difficult and easy are

relative terms, which they only can define. To lovers

of music, who have heard much in various styles, little

is new
5

as to others who have heard but little, all

is new. The former want research and new effects,

which, to the latter, old music can furnish. Palates

accustomed to plain food find ragotits and morceaux

friands too highly seasoned; while to those who have

long been pampered with dainties, simplicity is insipid.

How then is a composer or a performer to please a

mixed audience, but by avoiding too much complacence
to the exclusive taste of either the learned or the

ignorant, the supercilious or the simple?"

NICOLO PICCINI was born at Bari, near Naples, in

1 728. Showing an extraordinary love for music at a very

early age, he was placed in the Conservatory of Santo

Onophrio, at Naples, then under the superintendence of

the celebrated Leo, and afterwards under that of Du-

rante. After having gained considerable reputation by
the composition of several operas, he brought out at

Rome, in 1760, his master-piece, La Buona Fiyliuola,

which was received with the most extravagant enthu-

siasm all over Italy. It was performed at every theatre,

even the very smallest : the fashions of the day bore its

name
; shops and taverns took it as their sign ;

and its

airs were sung and played by all sorts of people. Its

popularity extended to France, Germany, and England,
where it was long performed, both in its original shape,

and in the languages of those countries. It owed its

success not only to the excellence of the music, but of

the drama, which is by Goldoni. In the music, Piccini

has approached nearly to the operatic form of the

present day. Each act tei'minates with a concerted

piece of considerable length, and containing a variety of
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movements, during which the action of the piece is

carried rapidly on, in the same manner, but not to the

same extent, as in the operas of Mozart and Rossini.

Piccini's next opera was the Olimpiade of Metastasio,

which also had the most triumphant success. In this

piece he effected a happy innovation, by breaking through
the rule which made it necessary for every song to end

with a " da capo," or a return to the first movement.

Piccini adopted the form of a slow movement, succeeded

by a quick one, which became more and more rapid
and impassioned to the very close, and terminated with-

out any return to the original movement. Our modern

composers do not observe the conventional rules of the

older Italian school, either in regard to the arrangement
or form of the different airs or pieces in an opera, but

are governed by what they consider to be the best man-
ner of producing effect and expressing the passions.

Still, however, the form introduced by Piccini occurs

much more frequently than any other
;
a proof that it

is founded on sound dramatic principles.

After Piccini had been, for more than twenty years,

the idol of Italy, during which time, as we are told by
his biographer, M. Ginguene, he had written a hundred

and thirty-four operas, besides an immense number of

oratorios, masses, cantatas, &c., he received an invita-

tion to visit Paris, in order to compose for the French

stage. He arrived at Paris in 1776. The works which

he produced there, the memorable feud between his

partisans and those of Gluck, and the effects of their

writings on the national taste, belong to the history of

French music. Piccini remained at Paris till the break-

ing out of the revolution, when he returned to Italy,

after losing the greater part of his property. He arrived

in Naples at the close of 1791, and was received with the

utmost kindness by the king, who granted him a pension.
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But his prospects of comfort in his declining years were

marred by his own conduct. "
Having," says M. Gin-

guene",
"
during the latter years of his residence at

Paris, caught a portion of the revolutionary spirit of the

times, he had the imprudence, to call it by no harsher

name, to profess those opinions loudly in the heart of

Naples, and in the very ear of his sovereign, his patron

and friend. The consequence was, that he drew down

upon himself misfortunes and persecution ; and, being

proscribed and placed under the surveillance of the

police, he was obliged to remain above four years shut

up in his house, abandoned by his friends, and a

prey to want and distress. During this time he found

some consolation in setting several of the Psalms, in the

admirable translation of his countryman, Saverio Mattei.

These, at the same time, proved the means of his sub-

sistence, being disposed of to different churches and

monasteries, where the original scores are still preserved."

In this unhappy situation he remained till 1798, when he

found means to return to France, where, though he was

received .with honour and apparent enthusiam, his just

claims to solid marks of gratitude were resisted by the

spirit of cabal, and his despondency, on account of the

precarious state of his family, brought on an attack of

paralysis. He recovered, however, from this affliction, and

at last, in 1 800, was appointed inspector of the Conser-

vatory. But it was too late, his frame was exhausted

with disappointment and anxiety, and he expired on the

7th of May, 1800, at the age of seventy-two, leaving a

widow and six children. His widow received from the

government a pension of two thousand five hundred

francs, about one hundred pounds sterling.

ANTONIO SACCHINI was born at Naples in 1735.

After having studied for several years under Durante, he

betook himself to dramatic composition, and acquired
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great reputation by the numerous pieces which he wrote

for the different theatres in Italy. In 1772 he came to

England, where he resided for many years, during which

time he composed several pieces for the King's Theatre,

which were performed with great success. His want of

economy involved him in such difficulties, that he at

length found it necessary to leave this country. In

1 784 he went to Paris, (where he had previously resided

for a short time,) and died there in 1786. During his

residence in Paris, he composed several operas for the

French stage, which gained great popularity, and con-

tributed to the revolution in the state of music in that

country, which the labours of foreign artists were then

bringing about. Sacchini, though, while in England,
he wrote entirely for the Italian stage, did a great deal

to increase our taste for Italian melody; for his airs

were so remarkable for their grace and simplicity, that

some of them were introduced into our most popular

operas, and are still known to the public in their English
dress.

In concluding this sketch of the state of Italian

music during the last century, we have now to notice

two composers who stand in a different situation from

those hitherto mentioned. Having continued to com-

pose for the Italian stage down to a comparatively

recent period, their works gradually assumed a more

modern shape than those of any of the above composers ;

and some of their latest productions still hold a distin-

guished place in every Italian theatre in Europe. These

masters are Paesiello and Cimarosa.

GIOVANNI PAESIELLO was born at Tarento in' 1741,

and educated in the Conservatory of St. Onophrio, at

Naples, under Durante. After acquiring great reputation

in Italy, by a number of dramatic works, he went to

Russia in 1776, and entered into the service of the
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Empress Catherine the Second, in which situation he

continued for nine years. He then returned to Naples,

where he remained till he was invited to Paris by the

First Consul of France. At Paris several valuable

appointments were offered him, but he declined them all

except that of director of the chapel, for which he

composed many pieces of sacred music. After residing

between two and three years in France, he returned

to Naples, where he died in 1816, full of years and

honours.

Among the pieces of this composer which are still

popular, we may mention La Molinara, La Frascatana,

in which Madame Catalani, when she first came to

England, enchanted the public by her graceful playful-

ness, and La Pazza per Amore, in which Madame Pasta

performs the character of Nina with such exquisite

pathos. His Barbiere di Seviglia enjoyed unbounded

popularity till it was superseded by the more brilliant

work of Rossini. Many of Paesiello's airs have been

introduced, with happy effect, into English operas. His

style is remarkable for its extreme simplicity. His airs

seem to be the natural and unpremediated effusions of

feeling, and in his accompaniments, though the notes

are very few, yet every note is full of meaning.
DOMENICO CIMAROSA was born at Naples in 1754.

He studied music at the Conservatory of Loretto, under

Fenaroli, a pupil of Durante. His reputation as a

dramatic composer spread with great rapidity, and was

supported by a succession of works, which he continued

to produce down to the period of his death, which took

place at Venice in 1801, when he had completed his

forty-sixth year. His master-piece, // Matrimonio Segreto,

was brought out at Vienna in 1792, and received with

an admiration which remains unabated even at this day.
The emperor, who was present at the first representation

o
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of this opera, was so transported with it, that he invited

the whole performers to a banquet, and sent them back

the same evening to the theatre, where they played it a

second time.

When Naples was possessed by the French, Cimarosa

imbibed the revolutionary spirit of the time, and made

himself so conspicuous for his political opinions, that

he was thrown into prison, and it is said that his death

was occasioned by the severity of the treatment he

received. On his liberation in 1800, he went to Venice,

where he brought out his opera L'imprudente Fortunata;

and had composed an act of another piece, Li'Artemisia,

when his progress was arrested by death: it was com-

pleted by some other composer, and brought on the

stage at Venice
5
but the audience would not allow the

performance to finish, and the curtain fell in the middle

of the second act.

Cimarosa was a man of highly cultivated mind, and

an amiable disposition. His reply to a painter, who
wished to pay him a compliment by saying that he was

superior to Mozart, exhibited wit as well as modesty ;

"
I superior to Mozart, Sir ! what would you say to

any man who should tell you that you were superior to

Raphael ?"

Cimarosa's music is remarkable for the charms of its

melody, which, though less varied, and less indebted to

the resources of modulation than that of Mozart, and

less showy and piquante than that of Rossini, is unrivalled

for the openness and flow of its long and exquisitely

rounded periods. He possesses little of the melancholy
which tinges Mozart's music even when it is meant to

be gay ;
but he is able to express Italian passion in all its

ardour; and, in his comic style, there is a quietness and

delicacy which Rossini, with all his eccentricity and

humour, has not attained. His concerted pieces are
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not so full of bustle and business as those of RoSsini,

but yet very dramatic, and admirably constructed. In

the richness and fulness of his accompaniments, and in

the delicate management of the different instruments,
he excels any Italian writer of his time, though, in these

respects, he is far surpassed by Mozart. The operose
character of Mozart's accompaniments was long made
an objection to his dramatic music. The Emperor
Napoleon once inquired of the celebrated Gretry, what
was the difference between Mozart and Cimarosa.
"

Sire," replied Gretry,
" Cimarosa places the statue on

the stage, and the pedestal in the orchestra; while

Mozart puts the statue in the orchestra and the pedestal
on the stage." This oft-repeated witticism only shows

that Gretry partook of the general ignorance of the cha-

racter of Mozart's music. To this day it is disliked by
the singers of the Italian school, who find that the fulness

of the accompaniments restricts the use of florid embel-

lishment, while their richness and beauty attract a portion
of the attention which is claimed exclusively by the vo-

calist. But Mozart is the Titian of music
;
and the noble

and graceful forms which he places upon the stage, are

put in stronger and bolder relief by the glowing and

delicately blended tints, and the powerful lights and sha-

dows thrown over them by his orchestra. If, however,
Cimarosa's pencil was dipped in fainter colours than

that of Mozart, it was because his palette was not so

richly spread as that of the German artist. The Italian

composers were only beginning to discover those com-

binations of instruments which had long been familiar

in Germany; and many of these discoveries were made

by Cimarosa himself, who surpassed all his predecessors
and contemporaries in the variety of his orchestral

effects. The Matrimonio Segreto still holds a distin-

guished place on the stage. It is a light and elegant

o 2
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drama, founded on our comedy of " The Clandestine

Marriage," and, when well performed, is one of the

most delightful entertainments that can be imagined.
Cimarosa's greatest serious opera is Gli Orazi e Curiaci,

which is still frequently performed on the Continent,

though not lately in England.
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CHAPTER XI.

MUSIC IN GERMANY IN THE EIGHTEENTH CENTURY.

MATTHESON. THE FAMILY OP BACH. GRAUN. F. AND G

BENDA. STAMITZ. VANHALL. FREDERICK THE SECOND.

GLUCK.

AMONG the German musicians of the eighteenth cen-

tury and, indeed, among the musicians of every age

and country the highest place is due to HANDEL.

But, as this illustrious composer came to England at the

age of twenty-six, and spent the remainder of his long

and active life in this country, his name belongs to the

history of English music
;
and we have, therefore, had

occasion to speak of his life and works in a previous

chapter.

JOHANN MATTHESON, the friend and rival of Handel

in his early days, was born at Hamburgh in 1681. He

was a profound musician, and enjoyed a high reputation

in his day ;
but his works are now entirely forgotten.

He died in 1764. He appears to have been deeply

tinged with the pedantry of his age ;
and his composi-

tions are said to have been filled with those conceits,

then so common, of which music has been cleared by
the progress of taste. We are told by his biographers,

that, late in life, in setting, as part of his own funeral

anthem, the third verse of the fourth chapter of Revela-

tions,
" And there was a rainbow round about the throne,"

he contrived, in a very full score, to make every part

form an arch, by a gradual ascent and descent of the

notes on paper ;
which appearance, to the eyes of the

performers, he seems to have thought, would convey the

idea of a rainbow to the ears of the congregation. It is

curious to observe how difficult it is for the greatest
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judgment and taste to withstand the influence of autho-

rity and example. Even Handel himself, accustomed to

see such absurdities in the great models of his day,
could not help sometimes imitating them

;
and a few

conceits, hardly less puerile than the above, are to be

found in his most sublime productions.

JOHN SEBASTIAN BACH was born at Eisenach, in

1685. When he was about ten years old, his father

died, and he was left to the care of his elder brother,

who was an organist, and from whom he received bis

first instructions in music. But he outran the pace at

which his brother wished to proceed ;
and finding the

lessons laid before him too easy, he used to importune his

brother to furnish him with pieces of greater difficulty.

He had observed that his brother had a book containing

pieces for the clavichord by the most celebrated com-

posers of the day, and earnestly begged permission to

make use of it, which was constantly refused. At last,

he found means to get possession of it secretly. It was

kept in a cupboard which had a door of lattice-work,

through the interstices of which he could pass his little

hand, and, by rolling it up, could withdraw and replace

it. He set about copying it by night ; and, having no

candle, he was obliged to work by moonlight. He took

six months to finish his laborious task
; but, just as he

had completed his copy, his brother found it out, and

cruelly took it from him
;
and it was not till his brother's

death, which took place some time afterwards, that he

recovered his treasure. He gained a livelihood for some

time by singing in a choir at Luneburg, and contrived

at the same time to study the organ with great assiduity.

At the age of eighteen, he obtained the situation of court

musician at Weimar. As his reputation extended, he

obtained, in succession, different situations of increased

importance, till, in 1/23, he was appointed director of
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music at Leipsic, where he remained till his death, which

took place in 1750, in the sixty-sixth year of his age.

Sebastian Bach was a voluminous composer. His

works for the church are of the highest excellence. His

oratorios, in particular, though too little known in this

country, are justly looked upon by the best continental

critics, as superior to those of every other composer

except Handel. His chorusses are indescribably grand
and magnificent; and his airs full of expression. But
all is grave and elevated, and calculated to inspire deep

religious feeling. This is the pure ecclesiastical style,

unmingled with the light and florid graces of the theatre.

It is by blending two incongruous styles, that the sacred

music of the more modern schools both in Italy and

Germany has lost its religious character. Even iu the

masses of Haydn and Mozart, movements constantly

occur, so airy, and so much in the theatrical style, that

they would require only a change of words to be perfectly

suited to a comic opera. These levities, indeed, are

mixed with graver matter, but this only gives a motley
character to the music

;
and these "

seria mistajocis" are

not fitted to generate and sustain that uniform solemnity

of mind which should pervade a religious audience.

As to the modern compositions which are called ora-

torios, they often exhibit a similar disregard of the true

ecclesiastical style ; and, even in the best and greatest

of them, we find the most magnificent choral fugues

mingled with the light strains of the theatre and the

chamber. On this account, some high musical autho-

rities do not place these compositions in the class of

Oratorios. " In the Cantata," says Choron,
" the Ger-

mans have some extremely beautiful works
j

at the head

of which we may name the Cantatas of the Creation and

Seasons, by Haydn, which are by some erroneously
called Oratorios." The Mount of Olives, by Beethoven,
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is of a similar description. Some parts of this beautiful

work, indeed, are so essentially dramatic, that it is only

by means of theatrical action that their effect could be

clearly made out. Of this nature is the scene in which

the Roman soldiers are represented as searching for and

seizing our Saviour
; where a gloomy military march is

blended with the fierce cries of the soldiers, and the

wailing of the disciples: and, indeed, throughout the

whole piece, few of the movements are written in the

style which belongs to the oratorio.

Notwithstanding the exquisite beauties of these mo-

dern works, there can be no doubt that the theatrical

lightness of many parts of them has made the great and

solemn oratorios of the older masters appear compara-

tively dry and heavy. The unapproachable grandeur of

the Messiah secures it from oblivion or mutilation. But,

of the other oratorios of Handel, some are wholly laid

aside, and fragments of the rest contribute to make up
those incongruous jumbles, called

"
Selections," of which

our performances of sacred music generally consist.

In Germany, however, the case is different. At the

great festivals which take place in that country, the

oratorios of Sebastian Bach, Graun, and other composers

of the old school, are constantly heard, and oratorios

of Handel are performed entire, of which only a few

scraps are now produced in England. The pure eccle-

siastical style ought to be kept separate and distinct

from every other. The music which we hear in our

churches ought to resemble those holy edifices themselves,

in massive simplicity of proportions, and solemnity of

character. It ought to be free from the florid graces of

the opera, in the same manner as the walls in which it is

heard, ought to exhibit none of the gilded ornaments of

the theatre. When we now enter our churches on those

occasions when the music of the church can be invested
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with the greatest majesty, we go in the expectation of

being gratified with light airs and dramatic effects. But,

were we not led, by a vicious practice, to expect such

things, the want of them would not disappoint us. It is by
a reform in this respect, by performing all the oratorios

of Handel, and by introducing, in an English dress, the

sublime works of Sebastian Bach and of his country-

men who have worthily followed in his footsteps,

that the general taste for ecclesiastical music in this

country would be purified and exalted. The greatest

German composers of sacred music, at the present day,

are returning to the severe and lofty style of the old

school, of which the chief models are found in the works

of Handel and Sebastian Bach.

The compositions of Sebastian Bach for the organ
and harpsichord, on which instruments he was a per-

former of the highest class, are very numerous. His

fugues are well known in this country, and their study
is indispensable to the formation of a good performer on

the organ and pianoforte.

Sebastian Bach was twice married, and had twenty

children. Four of his sons were distinguished musicians.

CARL PHILIP EMANUEL BACH, his second son, born

in 1714, was for many years director of music at Ham-

burgh, where he died in 1788. The reputation of

Emanuel Bach is little inferior to that of his illustrious

father. His music for the church is still highly

esteemed and frequently performed in Germany. His

compositions for the harpsichord, till the appearance of

those of Haydn, were quite unrivalled. They were

marked by a vocal flow of melody, and a boldness of

harmony and modulation, previously unexampled in

music of this nature. Haydn evidently formed his style

on that of Emanuel Bach : one cannot hear, for the first

time, a harpsichord piece of Bach's, without imagining
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it to be one of the early compositions of Haydn. Bach
was a learned and profound musician, but despised the

pedantry of the art
; and, both by precept and example,

contributed to emancipate music from many of its

Gothic trammels. In a conversation with Dr. Burney*,
in 1772, "he spoke irreverently of canons, which he said

were dry and despicable pieces of pedantry, that any
one might compose who would sacrifice his time to

them; but it was ever a certain proof to him of a total

want of genius in any one that was fond of such

wretched studies and unmeaning productions." This

remark, coming from such a quarter, is well worth the

consideration of those musical students who still devote

themselves to this laborious trifling. The very few

canons, and those of the simplest kind, which are found

in the works of the great composers, by no means

militate against its soundness.

JOHN CHRISTIAN BACH, another son of Sebastian,

resided chiefly in London, where he died in 1782. He
was a very popular composer of operas, songs, and

pieces for the harpsichord. Sebastian's other sons,

Wilhelm Friedemann, and John Christopher, were both

eminent, the one as an organist, and the other as a com-

poser and performer on the harpsichord.
The most celebrated contemporary of Sebastian Bach

was CARL HEINRICH GRAUN, whom Burney calls "the

idol of the Berlin School." He was born in Saxony in

1701, and educated at Dresden. He entered into the

service of Frederick the Second (then Prince of Prussia)

in 1735, and resided at Berlin till his death, in 1759.

He composed many oratorios and other pieces for the

church, which are, perhaps, better known in England,
than any other foreign sacred music of that period. Of

*
State of Music in Germany, vol. ii., p. 252.
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his celebrated oratorio, Der Tod Jesu, (The Death of

Jesus), some portions are inserted in Latrobe's well-

known selection of sacred music
;
and some of his pieces

are given in Dr. Crotch's specimens. Detached move-

ments from this composer's oratorios are performed at

our festivals
;
but The Death of Jesus ought to be brought,

in its entire shape, before the British public.

The two brothers, FRANCIS and GEORGE BENDA, also

belong to this period. Francis Benda was for many
years concert-master to the king of Prussia, and died at

Berlin, in 1786. He was at first a singer ; but, losing

his voice, betook himself to the study of the violin, and

became the founder of the German School of violin-

playing. His style was eminently original.
"
It is not,"

says Burney,
" that of Tartini, Somis, Veracini, nor

that of the head of any one school, or musical seat, of

which I have the least knowledge; it is his own, and

formed by that model which should be ever studied by
all instrumental performers, good singing."

George Benda, who was, for manj
T

years in the service

of the court of Gotha, was a masterly composer for

the harpsichord, in the style of Emanuel Bach, and the

author of much dramatic music which was highly
esteemed.

About the middle of the eighteenth century began
those improvements in the composition of orchestral

instrumental music which laid the foundation for the

present unrivalled school of Germany. Hitherto the

music of this description had consisted chiefly of the

concerto, in which there was a leading part for a single

violin, accompanied by the band, in four parts of stringed
instruments only. Francis Benda and J. STAMITZ
added several wind instruments to the band, and thus

formed the rudiments of the modern symphony. This

species of composition was further improved byVANHALL,
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a Viennese musician, of whom Burney, in his German

Tour, gives an interesting account. He was then a

young man of a flighty and eccentric character, and

living so obscurely that the doctor could hardly find out

the garret which he inhabited. He afterwards, however,

acquired the utmost popularity; and his symphonies,

quartetts, and other instrumental pieces, were in great

vogue all over Europe, till they were superseded by those

of Haydn. Within our memory the music of Vanhall

was in constant use at our theatres, concerts, and mu-
sical parties.

FREDERICK THE SECOND, King of Prussia, deserves a

place in the musical, as well as the political, history of

the eighteenth century; for he not only patronised

music, but was himself a proficient in the art. His

establishment included several of the greatest musicians

of the time; and he was a masterly performer on the

flute, and a composer for that instrument. When Dr.

Burney visited Berlin in 1772, the king was in the

height of his musical pursuits, respecting which we

shall quote some of the most curious of Burney's

details *.

" The king being at the whole expense of the opera,

the entrance is gratis; so that any one who is decently

dressed may have admission into the pit. The perform-
ance begins at six o'clock; the king, with the princes,

and his attendants, are placed in the pit, close to the

orchestra; the queen, the princesses, and other ladies

of distinction, sit in the front boxes. Her Majesty is

saluted at her entrance into the theatre and at her

departure thence, by two bands of trumpets and kettle-

drums, placed on each side of the house, in the upper

row of boxes. The king always stands behind the

* Present State of Music in Germany, vol. ii.
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Maestro di Capella, in sight of the score, which he fre-

quently looks at
; and, indeed, performs the part of

director-general here, as much as of generalissimo in the

field."

Our tourist was admitted to the king's evening concert,

at the palace of Sans Souci. "
I was carried thither

between five and six o'clock in the evening, by an officer

of the household, a privileged person ;
otherwise it would

have been impossible for a stranger like myself to gain
admission into a palace where the king resides

5
and

even with my well-known guide I underwent a severe

examination, not only at going out of the gates of

Potsdam, but at every door of the palace. I was

carried to one of the interior apartments of the palace,

in which the gentlemen of the king's band were waiting
for his commands. This apartment was contiguous to

the concert-room, where I could distinctly hear his

Majesty practising solfeggi on the flute, and exercising

himself in difficult passages, previous to his calling in

the band. Here I met with M. Benda, who was so

obliging as to introduce me to M. Quantz.
" The figure of this veteran musician is of an un-

common size;

The son of Hercules he justly seems,

By his broad shoulders and gigantic limbs;

and he appears to enjoy an uncommon portion of health

and vigour for a person arrived at his seventy-sixth

year. We soon began a musical conversation. He
told me that his Majesty and scholar played no other

concertos than those which he had expressly composed
for his use, which amounted to three hundred, and these

he performed in rotation. This exclusive attachment

to the productions of his old master may appear some-

what contracted) however it implies a constancy of dis-
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position but rarely to be found among princes. The

compositions of the two Grauns and of Quantz, have

been in favour with his Prussian Majesty more than

forty years ;
and if it be true, as many assert, that

music has declined and degenerated since that time, in

which the Scarlattis, Vincis, Leos, Pergolesis, and

Porporas nourished, as well as the greatest singers that

modern times have known, it is an indication of a sound

judgment, and of great discernment in his Majesty, to

adhere thus firmly to the productions of a period which

may be called the Augustan age of music. To stem

the torrent of caprice and fashion with such unshaken

constancy, is possessing a kind of stet sol, by which

Apollo and his sons are prevented from running riot,

or changing from good to bad, and from bad to worse.
" These reflections, which occurred to me while I

was conversing with M. Quantz, were interrupted by
the arrival of a messenger from the king, commanding
the gentlemen of his band to attend him in the next

room.
" The concert began by a German flute concerto, in

which his Majesty executed the solo parts with great

precision. His embouchure was clear and even, and his

taste pure and simple. I was much pleased and even

surprised with the neatness of his execution in the

allegros, as well as by his expression and feeling in the

adagio. In short, his performance surpassed, in many
particulars, anything I had ever heard among dilettanti,

or even professors. His Majesty played three long and

difficult concertos successively, and all with equal per-

fection.

"
It must be owned, that many of the passages in

these pieces of M. Quantz are now become old and

common. But this does not prove their deficiency in

novelty when they were first composed, as some of them
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have been made more than forty years ;
and though M.

Quantz has not been permitted to publish them, as they

were originally composed for his Majesty, and have

ever been appropriated solely to his use, yet, in a series

of years, other composers have hit upon the same

thoughts. It is with music as with delicate wines,

which not only become flat and insipid when exposed
to the air, but are injured by time, however well kept.

" M. Quantz bore no other part in the performance
of the concertos of to-night than to give the time with

the motion of his hand at the beginning of each move-

ment, except now and then to cry out, bravo ! to his

royal scholar at the end of the solo parts and closes
;

which seems to be a privilege allowed to no other

musician of the band. The cadences which his Majesty
made were good, but very long and studied. It is easy
to discover that these concertos were composed at a

time when he did not so frequently require an oppor-

tunity of breathing as at present; for in some of the

divisions, which were very long and difficult, as well as

in the closes, he was obliged to take his breath, contrary
to rule, before the passages were finished.

" After these concertos were played, the concert of

the night ended, and I returned to Potsdam
;
but not

without undergoing the same interrogatories from all

the sentinels, as I had before done in my way to Sans

Souci.
" Besides the three hundred concertos which his Ma-

jesty plays in turn, he has nearly as many solos which

he performs in the like rotation. Upwards of a hundred

of these have been composed by himself; the rest by M.
Quantz."

In another place Dr. Burney says,
" The music of

this country is more truly German than that of any
other part of the empire; for though there are con-



208 FREDERICK THE SECOND.

stantly Italian operas here in carnival time, his Prussian

Majesty will suffer none to be performed but those of

Graun, Agricola, and Hasse, and, of this last and best,

but very few
; and, in the opera-house, as in the field, his

Majesty is such a rigid disciplinarian, that if a mistake

is made in a single movement or evolution, he imme-

diately marks and rebukes the offender : and, if any of

his Italian troops dare to deviate from strict discipline,

by adding, altering, or diminishing a single passage in

the parts they have to perform, an order is sent, de par
le roi, for them to adhere strictly to the notes written

by the composer, at their peril. This, when com-

positions are good, and a singer is licentious, may be

an excellent method
;
but certainly shuts out all taste

and refinement. So that music is truly stationary in

this country, his Majesty allowing no more liberty in

that than he does in matters of civil government ;
not

contented with being sole monarch of the lives, fortunes,

and business of his subjects, he even prescribes rules to

their most innocent pleasures."

The King of Prussia was by no means the only

German potentate of that day who patronised and cul-

tivated music. The Duke of Wurtemberg was a good

player on the harpsichord, gave an inordinate share of

his attention to music, and supported a great musical

establishment, at an expense which must have pressed

heavily on the resources of his small territory.
" His

passion for music and shows," says Burney,
" seems as

strong as that of the Emperor Nero was formerly. It

is, perhaps, upon such occasions as these that music

becomes a vice and hurtful to society; for that nation,

of which half the subjects are stage-players, fiddlers,

and soldiers, and the other half beggars, seems to be

but ill governed." The Elector of Bavaria was a first-

rate performer on the viol-da-gamba; and the Electress
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Dowager of Saxony was not only an accomplished

singer, but an excellent composer. Burney compares an

air in her opera of Talestri to the best opera songs of

Handel. The same writer describes the imperial family

as very musical
;
almost every member of it, including

the emperor himself, being a performer. "A person
of great distinction," he says,

"
told me that he saw

some years ago, four archduchesses of Austria, the

emperor's sisters, appear at court in the opera of Egeria,

written by Metastasio, and set by Hasse, expressly for

their use. They were then extremely beautiful, sung
and acted very well for princesses ;

and the Grand Duke
of Tuscany, who was likewise very handsome, danced

in the character of Cupid."

Among the composers of the last century, none con-

tributed more to the improvement of dramatic music

than the celebrated CHRISTOPHER GLUCK. He was

born in 1 7 1 4, at Weidenwangen, in the Upper Palatinate.

Early in his childhood, his father, a poor man, removed

into Bohemia, and soon afterwards died, leaving him

unprovided for, and without the means of education.

But Gluck was born a musician
; and, in Bohemia, a

certain degree of instruction in this art is accessible

even to the poorest. He became enabled to support
himself by travelling from town to town, till at last he

made his way to Vienna, where he earned money enough
to procure something of a regular education. He had

the good fortune to obtain the protection of a nobleman,

who took him to Italy. At Milan, he received instruc-

tions from the celebrated Martini; and, during a resi-

dence of four years in that country, he composed several

operas, which were performed at Milan, Venice, Cre-

mona, and Turin. In 1745, his reputation was such,

that he was invited to come to England in the capacity

of composer to the Opera. But he had not then ac-

p



210 CHRISTOPHER GLTICK.

quired the great style which afterwards distinguished

him, and his compositions for the English stage were

attended with very moderate success. The hest of them
was Artamene, which contained the beautiful air of
" Rasserena il mesto ciglio."

Gluck returned to Italy, and afterwards to Vienna,

with his mind filled with new views of the principles of

his art, the fruits of observation and experience. He
had become convinced that the object of the Italian

composers was more to gratify the ear than to render

their music subservient to the action of the drama. He
admitted the beauty of the Italian airs, but thought them

defective in energy and strength of expression.
"
They

are very charming," he used to say,
" but they do not

draw blood." He determined, therefore, to abandon the

Italian style, in which his own operas had hitherto been

written
; and, as his objections applied to the poetry, as

well as the music of the Italian stage, he felt it necessary

to have a dramatist willing to co-operate with him in

his plan of reform. Such a poet he found in Calzabigi,

who wrote the operas of Orfeo, Armida, and Alceste,

pieces of great dramatic merit, which the music of

Gluck has rendered immortal. Alceste was published

with a dedication to the Grand Duke of Tuscany, in

which the composer has ably developed the principles

which guided him in its production.
" When I undertook," he says,

" to set this poem, it

was my design to divest the music of all those abuses

with which the vanity of singers, or the too great com-

placency of composers, had so long disfigured the

Italian Opera, and rendered the most beautiful and mag-
nificent of all public exhibitions, the most tiresome and

ridiculous. It was my intention to confine music to its

true dramatic province, of assisting poetical expression,

and of augmenting the interest of the fable, without
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interrupting the action, or chilling it with useless and

superfluous ornaments: for the office of music, when

joined to poetry, seemed to me to resemble that of

colouring in a correct and well-disposed design, where

the lights and shades seem only to animate the figures,

without altering the outline.

"
I determined, therefore, not to stop an actor, in the

heat of a spirited dialogue, for a tedious ritornel; nor to

impede the progress of passion by lengthening a single

syllable of a favourite word, merely to display agility of

throat; and I was equally inflexible in my resolution not

to employ the orchestra to so poor a purpose as that of

giving time for the recovery of breath sufficient for a

long and unmeaning cadence.
"

I never thought it necessary to hurry through the

second part of a song, though the most impassioned
and important, in order to repeat the words of the first

part regularly four times, merely to finish the air, where

the sense is unfinished, and to give an opportunity to the

singer of showing that he has the impertinent power of

varying passages, and disguising them till they shall be

no longer known to the composer himself. In short, I

tried to banish all those vices of the musical drama,

against which good sense and reason have so long com-

plained in vain.
"
I imagined that the overture ought to prepare the

audience for the action of the piece, and serve as a kind

of argument to it
;
that the instrumental accompaniment

should be regulated by the interest of the drama, and

not leave a void in the dialogue between the air and

recitative; that it should neither break into the sense

and connexion of a period, nor wantonly interrupt the

energy or heat of the action.
" And lastly, it was my opinion, that my first and

chief care, as a dramatic composer, was to aim at a

p 2
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noble simplicity; and I have accordingly shunned all

parade of unnatural difficulty in favour of clearness
j

nor have I sought or studied novelty, if it did not arise

naturally from the situation of the character and poetical

expression ;
and there is no rule of composition which I

have not thought it my duty to sacrifice, in order to

favour passion, and produce effects."

To these principles Gluck strictly adhered, not only
in the composition of the piece which gave occasion to

their enouncement, but of all his subsequent works.

They may appear too obvious to entitle any one to much
credit for discovering and acting upon them. But the

greatest discoveries seem very obvious when once they
are made; and, to estimate the merit of any discovery,

we must consider the state of knowledge or of opinion
at the time it took place. Now, before Gluck explained
and exemplified his principles of dramatic composition,
no musician of any country had shown himself aware

of them, so as, by their help, to emancipate himself, as

Gluck did, from the conventional trammels by which the

music of the opera was fettered. Of these, for instance,

one of the most glaringly absurd was the rule alluded

to in the above passage, that the second part of a song
was to be hurried through, without regard to the im-

portance or expression of the poetry, in order to repeat

and finish with the first part of the air; yet this pre-

posterous rule was constantly followed, and by none

. more implicitly than by the greatest and most original

of composers, Handel himself, in whose numerous

Italian operas, the songs, whatever may be their subject

or character, are, almost without exception, cast in one

unvarying mould. The words of the first stanza are

repeated several times, while the subject of the air is

fully developed, and a close takes place in the original

key. The second stanza is comprised in a few bars,
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generally in a relative minor key, if the subject is major,
and without repeating or dwelling upon the words

;
then

there is an imperfect close, and a " da capo" and the

whole first part of the song is sung over again. This

unmeaning rule, so destructive of dramatic expression
and effect, has been long since abandoned: but, while

it prevailed, uniform custom blinded every composer to

its absurdity j
and it required no less strength of

judgment than firmness of purpose, to abolish at once a

rule which even a Handel did not dream of infringing.

It required similar originality, and energy of mind, to

banish the long divisions, the tedious ritornels, the re-

dundant ornaments, and other abuses which disfigured
the music of the drama.

Gluck's experiment was completely successful. The

first opera, composed according to the new method he

had determined to adopt, was Orfeo, which was performed
at Vienna in 1764. The novelty of its style was at first

more surprising than pleasing to a public accustomed to

the conventional forms of the Italian Opera. But the

energy and expression of the music, and the manner in

which it heightened and animated the dramatic action,

were soon powerfully felt
; and, after a few representa-

tions, the piece was universally applauded. In the fol-

lowing year it was performed at Parma
5
afterwards at

Naples, Rome, Milan, Venice, and Bologna ;
and every-

where with the most splendid success. It is said that

the city of Bologna, in a single winter, profited to the

amount of fifty thousand pounds by the concourse of

strangers attracted by the representations of Orfeo.

When at Naples, Gluck wrote two operas, one of

which contained an air which was objected to by the

Neapolitan professors, on account of a long pause in the

voice part, while the orchestra continued the movement.

They appealed to Durante. "I will not pretend to
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decide," said the illustrious veteran,
" how far this is

strictly agreeable to rule
;
but one thing I can assure you,

that any of us might be very proud of having imagined
such a passage." Alceste was first performed at Vienna,

in 1768, and met with even greater admiration than its

precursor. At the court theatre, no other piece was

performed for two years.

Gluck had reached the age of sixty when the most

remarkable period of his history commenced. His at-

tention having been turned to the French stage, he went

to Paris in 1774. His residence in that capital forms

an era in the history of French music, and will accord-

ingly be noticed in a subsequent chapter. In 1779, he

returned to Vienna, where he resided during the last

years of his life, in the quiet enjoyment of an ample

fortune, and his great reputation. He died of apoplexy
in 1787, at the age of seventy-three. Dr. Burney, who
visited him at Vienna in 1773, says that he was much

pitted with the small-pox, and very coarse in figure and

look. He is described as having been of a choleric and

impatient temper, but frank, sincere, and benevolent.
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CHAPTER XII.

MUSIC IN GERMANY IN THE EIGHTEENTH CENTURY,
CONTINUED. HAYDN.

JOSEPH HAYDN was born on the 31st of March, 1/32,

at Rohrau, a village in Austria. His father was a poor

wheelwright, to which occupation he united that of

parish sexton. Both he and his wife had a taste for

music
;
and the first musical impressions which Haydn

received were from the little family concerts of his

parents, on Sundays and holidays, when his mother

sung, and his father placed on the harp, while he

himself, standing at his mother's knee with two pieces of

wood in his hand, to represent a violin and a bow,

accompanied her voice. Haydn, during his whole life,

remembered the little simple melodies which first de-

lighted his ear, and which were indelibly associated with

the memory of her whose tenderness had " looked on

his childhood."

A schoolmaster of the name of Frank, a cousin of his

father, who understood music, and noticed his early

capacity for the art, offered to take him and attend to

his education
j
and the proposal was gladly accepted.

The schoolmaster did not neglect his duty to his young
kinsman. He taught him Latin, to play on the violin

and other instruments, and to sing at the parish church.

Haydn had a fine voice
;
and his performance attracted

the notice of Reiiter, a chapel-master of Vienna, who
was in search of voices for the choir of St. Stephen's
Cathedral. He carried Haydn with him, and placed

him in the choir, where the young musician remained

eleven years. During this time, his application to the

study of music was unremitting. The instinct of genius
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led him to attempt composition ;
and he began to feel

the necessity of acquiring a knowledge of the rules of

counterpoint. But Reiiter gave no instructions of this

kind, and Haydn had no money to pay for lessons.

He picked up, however, some old books on the subject,

and, in particular, the treatise of Fux, through which he

contrived to labour, neither appalled by its excessive

obscurity, nor disheartened by the hardships and pri-

vations under which he pursued his solitary studies.

Indeed he often said that these were among the happiest

days of his life. He was poor and friendless, lived in a

wretched garret, and wanted the common necessaries of

life
;
but his days and nights passed rapidly and cheer-

fully, spent in the labour in which he delighted, and in

the consciousness of daily increasing intellectual riches

and power. While in this situation he had the good
fortune to gain the favour of Porpora*, who was then

at Vienna, and from whom he received some valuable

lessons. The Venetian ambassador, with whom Por-

pora resided, was so pleased with the young man's

proficiency in singing, that he made him a small monthly

allowance, and admitted him to the table of his secre-

taries. Haydn was now enabled to dress himself in a

respectable suit of black, and was employed to play on

the violin or organ, or to sing at different chapels in the

city. After spending the day in these fatiguing occupa-

tions, he generally passed the greater part of the night
at his harpsichord.

Thus he lived till the age of nineteen, when he was

dismissed from the choir of St. Stephen's, in consequence,

it was said, of the breaking of his voice, but really, of a

boyish frolic he had committed, in cutting off the skirt

of a fellow-chorister's gown in the church. In this

* See ante, page 179.



HAYDN. 217

situation he found an asylum in the house of a poor

periwig-maker of the name of Keller, who had been an

admirer of his singing at the Cathedral. Keller and his

wife treated him with much kindness, and he continued,

under their roof, to follow his musical pursuits. But

their kindness, it would seem, was not quite disin-

terested. They had two daughters, for one of whom

they thought a young musician of rising talent would be

a tolerable match
;
and Haydn, in his utter simplicity

and ignorance of the world, was easily persuaded into a

promise of marriage, which he afterwards honourably
fulfilled.

Haydn by degrees obtained a few pupils, and his

first productions were little pieces for the harpsichord,

written for their use. He also composed dances for the

Ridotto, a place of fashionable resort in Vienna. Some
of his music having fallen in the way of a celebrated

comedian of the name of Curtz, who then had the

management of one of the theatres, he was so much
struck with its originality, that he employed the com-

poser to write the music for an opera entitled The Devil

on Two Sticks, for which he received twenty-four sequins,

twelve pounds sterling. Haydn, in after-days, used

to give a ludicrous account of the difficulties he met

with, in attempting to represent a sea-storm in this

opera. Neither the author of the words, who was

Curtz himself, nor the composer, had ever seen the sea,

and their notions of its appearance in a storm were

necessarily somewhat vague. Haydn sat at the harpsi-

chord, while Curtz paced about the room, and endea-

voured to furnish the composer with ideas.
"
Imagine,"

said he, "a mountain rising, and then a valley sinking,

and then another mountain and another valley ;
the

mountains and valleys must follow each other every in-

stant. Then you must have claps of thunder and flashes
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of lightning, and the noise of the wind; but, above all,

you must represent distinctly the mountains and val-

lies." Haydn, meanwhile, kept trying all sorts of

passages, ran up and down the scale, and exhausted

his ingenuity in heaping together chromatic intervals

and strange discords. Still Curtz was not satisfied.

At last the musician, out of all patience, extended his

hands to the two extremities of the keys, and bringing
them rapidly together, exclaimed,

" The deuce take the

tempest, I can make nothing of it."
" That is the

very thing!" exclaimed Curtz, delighted with the truth

of the representation. The success, however, of this

attempt at musical painting, of which Haydn afterwards

became so great a master, was not put to the test, as

this, his first opera, was never performed, having been

prohibited through the influence of a nobleman, who

imagined that the satire was directed against him.

Haydn afterwards wrote many operas ;
but they made

little impression, and are now forgotten.

About this time Haydn entered on his brilliant career

as a composer of instrumental music, by the production
of six trios for two violins and a bass. The novelty and

originality of their style brought them immediately into

general notice; and, as might be expected, the inno-

vations with which they were filled, were vehemently
attacked by the adherents to established rules. At

twenty, he produced his first quartet for two violins,

tenor and bass; thus creating that delightful species

of music, in which the greatest modern composers have

exerted their utmost powers, without being able to excel,

if indeed they have been able to rival him.

Haydn now left the house of his friend the wig -maker,

and went to reside with M. Martinetz, who offered him

board and lodging, on condition that he should give

lessons on the harpsichord and in singing, to the two
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daughters of his host. Metastasio also lived in the house

of M. Martinetz. He soon appreciated the talents of the

young composer, with whom he took pleasure in con-

versing -,
and Haydn derived great advantage from this

intercourse with a man so thoroughly conversant with

the fine arts. One of Haydn's pupils seems to have

gained extraordinary proficiency both as a composer
and a performer, as she must be the same Mademoiselle

Martinetz who is often mentioned, with much regard,

by Metastasio in his correspondence, and of whose

attainments Dr. Burney, in his account of his visit to

Vienna, speaks with great admiration. In 1758, Haydn
left the house of M. Martinetz, to enter into the service

of Count Mortzin; in which situation he attracted the

notice of Prince Antony Esterhazy, a circumstance

which fixed the destiny of his future life.

At a concert at Count Mortzin's, at which Prince

Esterhazy was present, a symphony of Haydn's was

performed, with which the Prince was so charmed, that

he entreated Count Mortzin to give up Haydn to him,

declaring his intention of appointing him second leader

of his own orchestra. The matter, however, was for-

gotten, till a friend of Haydn's, a musician in the

Prince's employment, contrived to bring it to his recol-

lection. He got Haydn to compose a symphony, to be

performed at Eisenstadt, the Prince's residence, on his

birth-day. It was performed accordingly ;
and scarcely

was the first movement finished when the prince in-

quired who was the author of that fine composition.

Haydn was called for, and came forward in great agita-

tion.
" What!" cried the prince, looking at Haydn's

swarthy visage,
"

is it this Moor's music ? Well, Moor, you
remain in my service. What is your name ?"

"
Joseph

Haydn."
"
Surely I remember that name; you are already

engaged to me : how is it that I have not seen you
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before ?" Haydn was too confused to make any reply.

The prince continued,
" Well go and dress yourself

like a professor j
don't let me see you any longer in so

pitiful a trim. Get a new coat, a wig, and buckles, a

collar, and red heels to your shoes, but I particularly

desire that they may be of a good height, that your
stature may correspond to your intelligence, you under-

stand me. Go your way, and you shall have every-

thing you require." Haydn retired, and appeared next

morning at his highness's levee, in the prescribed

costume, and entered on his functions as second leader

of the prince's band. Prince Antony, dying soon after,

was succeeded by Prince Nicholas, who was, if possible,

a still more ardent amateur than his father. He was a

performer on the baryton, a stringed instrument, some-

thing between the tenor and the violoncello, which has

now fallen into disuse. Haydn composed a great num-

ber of pieces in order to supply the prince's incessant

demand for novelty ;
and he often said that the necessity

he was under of composing so much for this instrument

contributed much to his improvement.

Being now in circumstances that enabled him to

fulfil his engagement to the daughter of his old friend

Keller, Haydn married her. The marriage proved un-

happy, through faults, apparently, on both sides
5
and at

length a separation took place. The lady is accused by

Haydn's principal biographer of being
" a prude, who,

besides her troublesome virtue, had a mania for priests

and monks;" while it is at the same time admitted,

that the husband was guilty of an open breach of con-

jugal fidelity in forming a connexion with a singer

belonging to Prince Esterhazy's establishment. This

part of Haydn's life cannot be contemplated without

censure and regret. It cannot be reconciled with the

religious and moral principles by which his actions, in
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general, were unquestionably governed ;
and though it

may be explained, yet it cannot be justified, by the lax

notions respecting the sanctity of the marriage vow which

he may have imbibed from the habits of society prevalent
in the most licentious capital in Europe.

Haydn was now placed in the most favourable situa-

tion for the full developement of his powers. He was

at the head of a great orchestra, in easy circumstances,

and wholly free from the cares and troubles of the

world. From this time his life was regular, and con-

stantly employed. He rose early in the morning, dressed

himself very neatly, and placed himself at a little table

by the side of his piano-forte, where he remained with

the interruption only of his meals. In the evening he

attended rehearsals, or the opera, which was performed
four times a week in the prince's palace. Occasionally
he amused himself with hunting, and gave the rest of

his hours of relaxation to the society of his friends.

Such was his life for thirty years, during which time

he produced in rapid succession that prodigious variety

of compositions which filled the world with his fame.

Living in the utmost retirement, and seldom leaving the

little town in Hungary which belonged to the Esterhazy

family, he himself was, perhaps, the only musical man
in Europe who was ignorant of the celebrity of Joseph

Haydn. The first homage he received consisted of a

commission from a Parisian amateur to compose a piece

of vocal music, accompanied with some select passages
of Lulli and Rameau to serve as models. He returned

for answer, with sly simplicity, that he was Haydn, and

not Lulli or Rameau
;

and that if music, after the

manner of those great composers was wanted, it should

be asked from them or their pupils; but that, as to

himself, he unfortunately could write music only after

the manner of Haydn.
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In 1790, Mr. Salomon, who had undertaken to give

concerts in London, made proposals to Haydn to assist

in conducting these concerts, and to compose pieces for

them; offering him 50/. for each concert. Haydn
accepted the offer, and arrived in England at the age of

fifty-nine. He remained in London about twelve months,

during which time he composed some of the finest of

his works, particularly the magnificent orchestral com-

positions so well known as .the
" Twelve Symphonies

for Salomon's Concerts," and the beautiful English

canzonets, the poetry of which was written by Mrs.

Hunter.

Haydn used to relate several whimsical anecdotes of

his stay in London. A captain of the navy came to

him one morning, and asked him to compose a march

for some troops he had on board, offering him thirty

guineas for his trouble, but requiring it to be done

immediately, as the vessel was to sail next day for

Calcutta. As soon as the captain was gone, Haydn sat

down to the piano-forte, and the march was ready in a

few minutes. Feeling some scruples at gaining his money
so very easily, Haydn wrote two other marches, intend-

ing first to give the captain his choice, and then to make

him a present of all the three, as a return for his

liberality. Next morning the captain returned, and

asked for his march. " Here it is," said the composer.

The captain asked to hear it on the piano-forte ;
and

having done so, laid down the thirty guineas, pocketted

the march, and walked away. Haydn tried to stop

him, but in vain the march was very good.
" But I

have written two others," cried Haydn,
" which are

better hear them and take your choice."
"

I like the

first very well, and that is enough," answered the

captain, pursuing his way down stairs. Haydn followed,

crying out,
" But I make you a present of them." "

I
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won't have them !" roared the seaman, with a nautical

asseveration, and bolted out at the street door. Haydn,
determined not to be ontdone, hastened to the Exchange,

and, discovering the name of the ship and her com-

mander, sent the marches on board with a polite note,

which the captain, surmising its contents, sent back

unopened. Haydn tore the marches into a thousand

pieces, and never forgot this liberal English humourist

as long as he lived.

Haydn used also to relate with much satisfaction, a

dispute he had with a London music-seller. Going into

his shop, one day, he asked if he had any good music

newly published. "Certainly," said the music-seller
;

"I have got some sublime music of Haydn's." "Oh,"
answered Haydn, "I'll have nothing to do with that."
"
How, sir, nothing to do with Haydn's music ! and pray

what fault have you to find with it?"
"
Oh, plenty; but

it is useless talking about it, since it does not suit me.

Show me something else." The music-seller, who was

a warm Haydnist, replied with indignation,
"
I have got

music, it is true, but not for such judges as you;" and

turned his back upon the stranger. As Haydn was

leaving the shop, pleased and tickled with the adventure,
a friend came in and saluted him by name. The shop-

keeper turned round at the name, and said to the gentle-
man who had just come in,

"
Haydn ! aye here's a

pretty fellow for you, who says he does not like that

great man's music." The gentleman laughed heartily;
an explanation took place, and the enthusiastic music-

seller was introduced to the man who had dared to find

fault with Haydn's music.

While he resided in London, Haydn enjoyed two high

gratifications ;
that of hearing the music of Handel, with

which, like most of his countrymen at that time, he was

very slightly acquainted, and that of being present at the
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concerts of ancient music, which were then splendidly

patronized, and carried on with great talent. He wit-

nessed the annual celebration in St. Paul's cathedral,

which is attended by the children belonging to the charity

schools in the metropolis ;
and was affected even to tears

by the psalms sung in unison by four thousand infantine

voices. One of these tunes he jotted down in his memo-
randum-book 5

and he used afterwards to say, that this

simple and natural air gave him the greatest pleasure he

had ever received from music.

Haydn returned to England in 1794, having been

engaged by Gallini, the manager of the Opera-house, to

compose an opera for that theatre, on the subject of

Orpheus and Eurydice. But there was some difficulty about

opening the theatre, and Haydn left England without

having finished his opera. During this visit, he had the

honour of the diploma of a doctor of music conferred on

him by the university of Oxford. He enthusiastically

admired Mrs. Billington, who was then in the plenitude

of her powers and reputation ;
and it was for her he

composed the fine and well-known cantata of Ariadne

abbandonata.

After Haydn's return from England he undertook his

great work, The Creation. While in London, he had been

inspired with the most profound admiration for the music

of Handel, and especially The Messiah; and it is to this

feeling that the world is certainly indebted for The

Creation. He began this work in 1795, when he was

sixty-three years of age, and finished it in the beginning

of 1798, having been constantly employed upon it for

more than two years. When urged by his friends to

bring it to a conclusion, he used to say calmly,
"
I spend

a long time upon it, because I intend it to last a long

time." In the Lent of the above year, it was performed

for the first time, in the Schwartzenberg palace, at the
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expense of the Dilettanti Society of Vienna, before the

flower of the literary and musical society of that city ;
the

composer himself conducting the orchestra. It was

received with an enthusiasm which soon spread through-

out all Europe. It was while the First Consul of France

was on his way to witness its first performance in Paris,

that the memorable attempt was made to destroy him

by means of an " infernal machine." It was performed
about the same time in London

; and, from that period

to the present, it has formed a part of every great per-

formance of sacred music.

Two years after the appearance of The Creation, Haydn
produced another work, of a similar form, called The

Seasons, the words of which are taken from Thomson.

This work was also performed for the first time in the

Schwartzenberg palace, and received with the warmest

applause. It did not, however, make so rapid or strong
an impression as that which was made by The Creation.

Its subject is not so sublime, nor are its beauties so

obvious and striking. It is, however, a magnificent

composition, worthy of its immortal author
;
and it is

discreditable to England that it has never yet been per-

formed entire in this country, on a scale commensurate

with its own greatness *.

This work terminated Haydn's musical career. By
the labours of his long life, he had acquired a moderate

competency ; and, after his last return from England, he

purchased a small house and garden in one of the

suburbs of Vienna, where he resided for the remaining

years of his life. Soon after he had taken possession of

* The Seasons was performed entire at one of the concerts of

the Royal Academy of Music, last Spring, in a manner which did

great honour to the academy and its pupils. To produce its full

effect, however, it must be performed on a great scale, with such

an orchestra and chorus as are assembled at our musical festivals.
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his little home, he received a communication from the

National Institute of France, informing him that he had

been nominated an associate of that body; an honour

by which he was deeply affected. He now began to sink

rapidly under the pressure of age and infirmities. He
seldom quitted his house and garden ;

and his enfeebled

mind began to be haunted with the double fear of poverty
and disease. The visits of his friends would rouse him,

and, in conversing with them, he occasionally showed

his former cheerfulness and vivacity. When he was

told that the French Institute, in 1805, supposing him

to be dead, had performed a requiem for him, he said

pleasantly, "If these kind gentlemen had given me
notice of my death, I would have gone myself to beat

the time for them." But these gleams were brief and

transient, and he sank into his usual state of torpor

and depression.

While he was in this state, his friends in Vienna re-

solved to have a performance of The Creation. It took

place in the palace of Prince Lobkowitz, with an orchestra

of one hundred and sixty performers, and before an

audience of more than fifteen hundred of the nobility

and gentry of the Austrian capital. Haydn, feeble as

he was, expressed his desire to appear once more in the

presence of that public for whom he had laboured so

long, and from whom he had received so many marks of

favour and esteem. He was carried into the room in

an easy chair, attended by the Princess Esterhazy, and

other ladies, who went to the door to meet him, and was

placed in the middle of the seats occupied by the most

illustrious personages in Vienna, amid the flourishes of

the orchestra, and the plaudits of the audience. The

performance began; and the feelings of the assembly,

inspired by the sublime music, were raised to enthusiasm

by the aspect of the venerable composer, who now
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appeared among them to take farewell of them for ever.

An eminent physician, who sat near him, having re-

marked that his legs were not sufficiently protected from

the cold, the finest and most costly shawls were instantly

pulled from the shoulders of their fair wearers who sur-

rounded him, and employed in making him warm and

comfortable. The old man shed tears at this mark of

affection. At the end of the first act, feeling himself

exhausted with fatigue and emotion, he requested to be

taken home. Before reaching the door, he desired the

persons who were bearing him in his chair to stop ; and,

having first taken farewell of the audience by bowing
his head, he turned to the orchestra, and, with his eyes

raised to heaven, and full of tears, uttered a parting

blessing on the old companions of his labours.

Haydn did not long survive this touching scene. The

tranquillity of his last days was disturbed by the alarms

of war. In the struggle between Austria and France in

1809, the Emperor Napoleon carried his army to the

very gates of Vienna. During this dreadful campaign

Haydn was greatly agitated. He was constantly in-

quiring for news, and used to sit at his piano- forte,

singing with his feeble and trembling voice, "God pre-

serve the Emperor!" On the night of the 10th of May,
the French reached Schoenbrunn; and next morning,
from a position within a few yards of Haydn's house,

they fired fifteen hundred cannon-shot and shells upon
the city, which the old man's imagination represented to

him as given up to fire and sword. Four bombs fell

close to his dwelling, and their explosion filled his little

household with terror. He roused himself, and, getting

up from his chair, rebuked his servants with dignity for

their want of firmness. But the effort was too much
for him; he was seized with a convulsive shivering, and
carried to bed. His strength continued to diminish;

Q 2
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yet, on the 26th of May, he caused himself to be placed
at his piano-forte, where he again sang the national hymn,
three times over, with all his remaining energy. It was
the song of the swan. While he still sat at the piano-

forte, he fell into a state of stupor, and at last expired
on the morning of the 31st of May, aged seventy-eight

years and two months. He was privately interred in

the suburb of Gumpendorff, in which he resided, Vienna

being in the possession of the French
j
and the Requiem

of Mozart was performed for him in the Scotch Church

of the city. His heir was a blacksmith or farrier, to

whom he left 38,000 florins, deducting 12,000, which he

bequeathed to his two faithful servants. His manuscripts
were sold by auction, and purchased by Prince Ester-

hazy. None of them, we believe, have been published.

Such was the life of this great, and it may be added,

good man. He was a stranger to every evil and malig-
nant passion; and, indeed, was not much under the

influence of passion of any sort. But his disposition

was cheerful and gentle, and his heart was brimful of

kindly affections. He was friendly and benevolent, open
and candid in the expression of his sentiments, always

ready to acknowledge and aid the claims of talent in his

own art, and, in all his actions, distinguished by the

most spotless integrity. Such is the account of him

given by all those who knew him' best; and they add,

as the most remarkable feature of his character, that

strong and deeply-rooted sense of religion, which is the

only solid foundation of moral excellence. Haydn's piety

was not a mere feeling, capable, as is often the case with

worldly men, of being excited for the moment by cir-

cumstances, and dying away when the external influence

is removed : it was an active principle, which guided the

whole tenor of his life and conduct. His sacred music

was exalted by the existence, in his mind, of those
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devout sentiments which it is the object of sacred music

to express.
" When I was engaged in composing The

Creation," he used to say, "I felt myself so penetrated

with religious feeling, that before I sat down to write, I

earnestly prayed to God that he would enable me to

praise him worthily." Such, too, was the frame of mind

in which Handel applied himself to his immortal labours
;

and such was the source from which he drew his in-

spirations.

As a composer, Haydn is great in a variety of styles $

but it is in his instrumental music that his original

and creative genius chiefly displays itself. His works

of this class consist of symphonies for a full or-

chestra, quartets, and other pieces for a small number

of single instruments, and music for the harpsichord or

piano-forte.

The symphony, a description of music which em-

braces many of the most splendid efforts of modern

genius, owes its very existence to Haydn. We have

already seen what it was, when in its infancy, in the

hands of Bach, Stamitz, and Vanhall
;
and Haydn's first

productions of this kind, in their form, at least, can

hardly be distinguished from theirs. They were gene-

rally in eight parts, for first and second violins, tenors,

and basses, with two oboes, and two horns. The move-

ments were short and simple, and the harmony thin

the wind instruments doing little more than acccompa-

nying the stringed instruments in unison. Haydn
began by turning to better account than formerly the

powers of the orchestra as it then existed. He extended

his movements by giving a more ample development to

their subjects ;
he enriched the harmony; and produced

new and beautiful effects by his employment of the

wind instruments. By degrees, he swelled the mass
of sound, and obtained further varieties of effect, by
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employing additional instruments, and increasing the

number of parts. In this manner he continued to

pursue his researches into the regions of orchestral

harmony, followed, but never reached, by his contem-

poraries till, towards the close of his career, he found

a companion in Mozart, who went side by side with

him, and even outstripped him in the use of the brazen

instruments, the constant addition to the number and

discovery of the powers of which, even at the present

time, is daily giving new features to the music of our

orchestras. Notwithstanding, however, all that has

been done by his successors, many of the symphonies of

Haydn have never been surpassed. In the exquisite

beauty of the melody, the admirable use made of the

peculiar genius and capacity of each instrument, and

the perfect clearness which pervades every part of the

composition, some of them have hardly yet been

equalled.

The Quartet, too, owes its existence to Haydn. In

his very first production of this class, he made a great

stride beyond all the similar music of his day; and,

from the beginning to the end of the magnificent col-

lection which he has left, we find a constant expansion
of his notions respecting this species of composition.

The history of the quartet is similar to that of the sym-

phony. In Mozart, Haydn found his only rival
;
and

he has had several successors, of whom the greatest is

Beethoven: but, notwithstanding the numerous pro-

ductions of more modern date, Haydn's quartets remain

in undiminished freshness and unfaded lustre.

His pieces for the harpsichord or piano-forte are now
little used. He was not much of a performer on those

instruments, and his compositions for them have been

superseded by those of the great modern masters of the

piano-forte, which, by successive improvements, has
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almost become a new instrument. Some of Haydn's

Sonatas, or Trios, for the piano-forte, violin, and violon-

cello, are beautiful pieces, and ought never to be forgotten.

The vocal music of Haydn consists of his masses, or

services, for the Roman Catholic Church, his great

works The Creation and The Seasons, and songs. It is

unnecessary to speak of his Italian operas j for, though
he composed a number of them, they never acquired

any celebrity ;
and the manuscript scores of most of

them were destroyed by an accidental fire in Prince

Esterhazy's palace.

Haydn's masses are well known to the musical public

in England, by means of the fine edition of them

published by Mr. Novello; and they are frequently per-

formed in the Roman Catholic places of worship in

London. Like the other compositions of this description,

they consist of airs for solo voices, mingled with duets,

trios, quartets, and chorusses, accompanied by a full

instrumental orchestra. As published by Mr. Novello,

and as performed in England, the instrumental acccom-

paniments are arranged for the organ. It is impossible

to hear these compositions without great pleasure and

admiration
j but, as we have already had occasion to

remark, they are not written in the pure ecclesiastical

style, nor calculated to excite and sustain those feelings

of devotion which ought to accompany the offices of

religion. Instead of taking for his models the solemn

strains of the great Italian and German masters of an

earlier day, Haydn adapted his masses to the taste of

his own time, when the style of the theatre had made its

way into the church. They are strongly marked by his

peculiar beauties, original and graceful melody, and

great simplicity and clearness of effect. They contain,

too, in many parts, all the solemnity and loftiness which

belong to the music of the church
3
but there is a
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constant recurrence of those light, airy, and sometimes

actually sportive measures, which bring with them the

thoughts and feelings of every-day life. Such, perhaps,

may not be the effect of this kind of composition on

those who are accustomed to it in their churches. That

Haydn felt devoutly in writing these masses, there can

be no doubt, and that they may be devoutly listened to

is equally certain. Both the composer, and those for

whom he wrote, were influenced by the prevailing no-

tions of propriety in respect to this species of music as

suited to the purposes of devotion
;
but many parts of

these compositions jar painfully on the minds of those

whose conceptions of the character of religious music

are derived from the grave and severe style of the

English cathedral service.

The Creation and The Seasons are both generally desig-

nated by the title of Oratorios. M. Choron, a very high

authority, denies the propriety of the title as applicable

to either, and places them in the class of Cantatas.

The name is not of much importance ;
but if the cha-

racter of sacred is essential to the definition of an

oratorio, The Seasons cannot come under this definition.

The subject of The Creation, as well as its form, is that

of an oratorio, and this title may therefore be bestowed

upon it without impropriety, though the author, in

treating his subject, has not adhered to the ecclesiastical

style so strictly as Bach or Handel.

The Creation is divided into three parts. The first

part opens with an instrumental symphony descriptive

of the primeval confusion of the elements, when " the

earth was without form, and void, and darkness was

upon the face of the deep." Angels are then introduced,

describing the creation of light, and the terror of the

evil spirits, who fly from the holy beams into the regions

of endless night ;
the creation of the firmament, and of
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the thunder and lightning, rain, hail, and snow
;
the

gathering together of the waters, and the appearance of

the dry land, clothed with trees and plants ;
and lastly,

the appearance of the celestial luminaries. The second

part contains the creation of animated nature, termi-

nating with man; and the third part represents the

felicity of our first parents in Paradise. In the first

and second parts, the persons of the drama are three

angels, who sing alternately the wonders of creation,

while their songs are combined with chorusses of the

heavenly host praising the Almighty. In the last part,

the persons are Adam and Eve, who mingle their ex-

pressions of love and joy with hymns to their Creator,

in which their voices blend with the celestial choir.

It is in the first part of this oratorio that Haydn's

genius appears in all its sublimity. This arises, not

from his having in any part of the work sunk beneath

his subject, but from the subject itself. The first part
embraces those phenomena of nature which are not only
the grandest in themselves, but the most suitable to

musical description, the sudden burst of new-created

light, the roaring of the sea, the rolling of the thunder,
the splendour of the rising sun, and the moon gliding

through the heavens and shedding her silver beams over

the face of the silent earth. Of all these objects, Haydn
has produced, through the medium of the ear, pictures

of inimitable majesty, beauty, and truth; and it seems

to be a consequence of the greatness of the subjects of

these representations, that he has terminated them by a

chorus, which is not only the most sublime in the work,
but is probably unrivalled, except by the "

Hallelujah"
of Handel.

The second part commences with a beautiful air for a

soprano voice, descriptive of the creation of the birds.

The eagle, the lark, the turtle-dove, and the nightingale,
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are taken as the types of the feathered tribes
;
and the

strain of the melody, alternately bold, lively, and tender,

is finely adapted to their different characters
;
while it is

blended with charming instrumental passages imitative

of the rapid flight of the eagle, the lively notes of the

lark, the cooing of the dove, and the sweet but cheerful

song of the nightingale, when

No grief affected yet her breast,

Nor to a mournful tale were tun'd

Her soft enchanting lays.

In the first part of the oratorio we have descriptive

music in all its grandeur ;
in this exquisite air we have

it in all its beauty. In the movements which follow,

the orchestra describes, in a similar way, the different

animals, as they are mentioned by the voices, but not

always with so happy an effect, because the imitations

have sometimes a quaint and even comic character, in-

consistent with the gravity of the subject. In the fine

trio,
" Most beautiful appear," while the bass voice

sings the words "
Upheaved from the deep, the immense

Leviathan sports on the foaming wave," the lashing of

the water by the animal's tail is imitated by some

whisking passages on the double-bass. Then we have

the roar of the lion, the sudden leaps of the tiger, the

galloping of the horse, the whirl of the clouds of in-

sects, and the sinuous crawling of the reptile. Nothing
can be more ingenious iEhan these imitative passages ;

but then they are amusing, which nothing ought to be in

a work of this exalted class. The creation of Man is

the subject of an air for the tenor voice, of divine

majesty and beauty. In the opening of the air, the

melody is broad, open, and full of dignity ;
but in the

latter part, descriptive of Woman, the composer seems to

have exhausted the power of musical sounds to convey
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the most enchanting images of grace and loveliness.

The chorus,
" Achieved is the glorious work," is a

fugue, worked up with consummate skill and very pow-
erful effect.

In the third part, the duets between Adam and Eve
are full of tenderness and passion. Nothing can be

finer than the conception of the orisons of the happy
pair ascending to heaven and being joined by the choral

hymns of the angels ;
but we have never heard it satis-

factorily conveyed in the performance of the piece.

Sufficient care is not taken to refine and etherialize these

celestial sounds
; they are always too corporeal and

earthly. This, probably, cannot be altogether avoided
-,

but, by making some change in the disposition of the

chorus, and selecting the most delicate voices, a near

approach might be made to the design of the com-

poser. The whole is concluded by a noble chorus, con-

sisting of an andante movement in plain counterpoint,

followed by a masterly fugue. It has not, however,

grandeur enough to form a climax to the great work

which it terminates
j
for it is not only surpassed by the

chorus at the end of the first part, but is at least

equalled by several others. It would be more im-

pressive if it were less elaborate, and consisted more of

great masses of harmony*.
The Seasons consists of a series of descriptions taken

from the poem of Thomson. It contains one or two

* The English words of The Creation having been translated

from the German by some one unacquainted with our language,
contain a great deal of jargon, hardly intelligible, and often

ridiculous. In a beautiful and correct edition of the Oratorio,

lately published under the superintendence of Haydn's distin-

guished pupil, the Chevalier Neukomm, among other improve-

ments, the language lias been rendered more worthy of the subject
and of the music.
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choral hymns, but certainly does not, either in its sub-

ject or its style, belong to the class of sacred music.

Some village youths and maidens are supposed to be

singing alternately or together, accompanied occasionally

by chorusses of the rustic assembly. In the Spring, we

have the disappearance of the horrors of Winter, and

the cheerful labours of the husbandman. In the Sum-

mer, we have the rising of the sun
;
the fervent heat of

noon, with the exhaustion of all nature under its influ-

ence; the vows of youthful lovers in the shade; a

thunder-storm, succeeded by a beautiful evening; and

the stillness of night, broken only by the cry of a noc-

turnal bird, and the sound of a village bell. In the

Autumn, we have the hunting of the stag, and the

festive scenes of the vintage. And lastly, we have the

pastimes of the villagers round the winter's fire.

There is much grandeur, and even sublimity, in this

music. The thunder-storm is a piece of magnificent

description, and nothing can be more exquisite than its

contrast with the stillness of a serene night, and the

gradual dying away of every sound into absolute silence.

The conclusion of the whole is finely imagined. In

the minds of the villagers, gathered round their genial

hearth, joy and merriment gave place to more elevated

feelings. Their thoughts rise to the Source of all their

blessings, and are expressed in a beautiful hymn of

thanksgiving and praise, which (as in Thomson's poem)
concludes the whole. The general effect, however, of

the music is gay, exhilarating, and sometimes absolutely

comic. The drinking (but not bacchanalian) song, and

the playful ballad of the country girl, with the chorus

of laughing rustics, would require the stage, and dra-

matic action, to have their full effect. The instrumental

parts, throughout the whole piece, are full of imitative

passages, which are listened to here with more unmingled
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pleasure than in The Creation; for imitations, though

familiar, quaint, and even ludicrous, may find their

proper places in this description of music.

Among Haydn's lesser works, his English canzonets,

composed while he was in this country, are beautiful and

expressive, and will always be regarded as models. The

symphonies and accompaniments to a number of the

Scottish airs, composed by him for the great collection

of the national songs of that country, published by
Mr. George Thomson of Edinburgh, are most felicitously

executed, exhibiting a lively imagination, and uniting

admirable harmonies and novel effects, with a faithful

adherence to the character and spirit of the air. He
has hit that happy medium between poverty and riches,

which has very rarely been preserved in the accompani-
ments to national melodies.
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CHAPTER XIII.

MUSIC IN GERMANY DURING THE EIGHTEENTH CENTURY,
CONTINUED. MOZART. PLEYEL.

JOHANN CHRYSOSTOM WOLFGANG GOTTL.IEB MOZART*
was born at Saltzburg on the 27th of January, 1756.

His father, Leopold Mozart, was a musician of some

eminence, and, as well as his wife, Anna Maria Pertl,

was remarkable for personal beauty. They had seven

children, of whom only two survived, a girl named

Mary Anne, and the subject of the present sketch.

When young Mozart was about three years of age,

his father began to give his sister, then about seven,

lessons on the harpsichord, by which the boy's attention

was immediately attracted. His great amusement was to

endeavour to find out thirds on the instrument, and

nothing could exceed his delight when he discovered

them. At the age of four, he had learned to play
several minuets, and other little pieces ;

and before he

had attained his fifth year, he had made attempts at

composition. At this period he gave signs of a very
affectionate and sensitive disposition. He would fre-

quently ask the persons about him if they loved him,

and an answer in the negative, made in joke, affected

him to tears. When he became engrossed by his pas-

sion for music, he lost his relish for the usual gambols
of children, of which he had been very fond, and cared

nothing for any amusement of which music did not

form a part. A friend of the family used to amuse

himself by playing with the child: they carried play-

things in procession from one room to another, marching

* He is frequently called Wolfgang Amadeus Mozart. Amadeus

is equivalent to Gottlieb.
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to a tune, which one of them sang or played on the

violin. For a time, Mozart attached himself with great

avidity to the ordinary studies of youth, and even sacri-

ficed to them his love for music. While he was learning

arithmetic, the tables, chairs, walls, and floors, were

scribbled over with figures. Music, however, soon be-

came again his favourite pursuit. His father, returning
home one day with a friend, found him earnestly en-

gaged in writing, and asked him what he was about.
"

I am composing a concerto for the harpsichord," said

the child,
" and have finished the first part." His father

took the paper, and looked at it along with his friend.

Seeing nothing but a childish-looking scrawl, almost

illegible, and covered with blots of ink, they began to

laugh ;
but the father, continuing to examine it, became

filled with astonishment and pleasure.
"
Look," he cried

to his friend,
" how correct and regular it is ! but it is

too difficult; nobody could play it."
"
It is a concerto,"

said the young composer,
" and must be studied before

it can be played: see, this is the way it goes." He then

began to play, but could only make a shift to give an

idea of his meaning. The composition consisted of a

multitude of notes, placed precisely according to rule,

but presenting such difficulties that no performer could

have ever been able to execute them.

In the year 1762, when Mozart was six years of age,

his father carried his family to Vienna, where the two

children performed 'before Francis the First and the im-

perial court. Wagenseil, an eminent musician, was

then in Vienna
;
and Mozart, who already knew how to

value the approbation of a good master, begged that he

might be present. The emperor sent for Wagenseil, and

gave up to him his place beside the harpsichord.
"
Sir,"

said the young performer,
"

I am going to play one of

your concertos; and you will turn the leaves for me."
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When the family returned to Salzburg, Mozart

brought with him a small violin, with which he amused

himself. An able violin player, of the the name of

Wenzl, called one day on his father, to ask his opinion
of six trios he had just composed. They proceeded to

try them, Wenzl himself playing the first violin, Mozart's

father the bass, and a performer of the name of

Schachner the second violin. Young Mozart begged
hard to be allowed to play this last part, but his father

angrily refused his request, naturally conceiving it to

be a childish whim. At last, however, on the good-
humoured intercession of Schachner, the child was

allowed to play along with him on his little violin, and

cautioned by his father to make little noise. In a few

minutes Schachner, nodding to his companions, quietly

laid down his instrument, and Mozart went on alone,

playing his part with the utmost accuracy and steadi-

ness, to the admiration and astonishment of the party.

The delicacy of his ear was wonderful. He could

distinguish the slightest difference in the pitch of sound
;

and every false or harsh tone, not softened by some

concord, gave him exquisite pain. He had an invin-

cible horror at the sound of a trumpet, when not

played in concert with other instruments. His father

imagined he might cure this dislike by sounding a

trumpet in his presence, and tried the experiment,

notwithstanding the child's intreaties
;
but at the first

blast he became pale, and fell on the floor. He was

fond of playing on Schachner's violin, on account of

the sweetness of its tone, and Schachner used to tune

it, and leave it with him. One day, when Schachner

came to visit his father, Mozart remarked to him, that

the last time he had tuned his violin, he had not kept
it at its former pitch.

"
It is half a quarter of a tone,"

he said,
" lower than this one of mine." They at first
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laughed at this extreme exactness
;
but the father, who

had often observed the extraordinary delicacy of his

son's ear, and his memory for sounds, desired him to

bring Schachner's violin, and it actually proved to be

half a quarter of a tone below the other.

Though this wonderful child could not fail to per-

ceive the admiration and astonishment which his talents

excited, he did not become vain or forward. He was

always docile and gentle, and never appeared out of

humour with the commands of his parents ;
even when

he had practised music the whole day, he would conti-

nue to play, without the slightest impatience, if his

father desired him to do so.

In July, 1763, when Mozart was in his seventh year,

the family set out on^ an extensive journey. After

visiting the different German courts, they arrived at

Paris, where they remained for several months. The

public performances of the children were received with

enthusiasm, and Mozart played the organ in the

Royal Chapel at Versailles before the Court. It was

at Paris that he composed and published his first two

sonatas. In April, 1/64, the family went to London,
where they remained for more than a year. The chil-

dren were received with the same applause as at Paris,

both by the court and the public. Some of the most

difficult pieces of Sebastian Bach, Handel, and other

masters, were placed before Mozart, who performed
them at sight with the greatest accuracy. On one occa-

sion, in presence of the king, he played a very melo-

dious and beautiful piece from a bass that was put
before him. On another occasion, John Christian

Bach, music-master to the queen, took the boy on his

knees and played a few bars
;
Mozart continued, and

thus they went on, alternately, through an entire sonata,
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with such unity of effect, that those who did not see

them thought that one person only was playing.

During Mozart's stay in England he was particularly

noticed hy the Honourable Daines Harrington, who has

recorded several remarkable traits of his precocity. In

one of his visits to the young musician, Mr. Barrington

brought with him a manuscript duet, the words of which

were from Metastasio's Opera of Demofoonte. The

score, beside the two voice parts, (which were in the

counter-tenor clef,) contained accompaniments for two

violins and a bass. This score was no sooner placed

before Mozart than he began to play the symphony in a

masterly manner, and in the precise time intended by
the composer. He then began to sing the upper voice

part, leaving the other to his father. His voice was

thin and infantine, but his style and expression were

admirable. The father having made one or two mis-

takes, was instantly reproved and set right by his son.

While he was thus singing his own part and attending

to his father's, he was also playing the accompaniment
from the instrumental score. When he had finished

the piece, he appeared delighted with it, and asked Mr.

Barrington if he had brought any more such music.

Mr. Barrington then requested him to sing an extem-

pore love-song, after the manner of Manzoli, the cele-

brated singer, who was then in England, and by whom
the boy had been much caressed. He complied in-

stantly, and, looking back archly, began a recitative

proper for such a song. He played the symphony, and

sang an air, on the single word affetto, which had a

first and second part, and was of the ordinary length

of an opera song. Mr. Barrington then asked him to

give a song of rage, in the style of the serious opera.

He immediately began a proper recitative, and, after a

symphony, sang an air on the word perfido. Before he
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got through it, his imagination became so excited, that,

in place of playing, he beat the harpsichord, and some-

times started from his chair in the tempest of rage he

was describing. After this he played a little sonata that

he had composed the day before, in which his execution,

was wonderful, considering that his little fingers could

scarcely reach a sixth on the instrument. He appeared
to have a thorough knowledge of the fundamental rules

of composition, as, on Mr. Barrington giving him a

melody, he immediately wrote an excellent bass to it.

He showed, too, great skill in extemporaneous modula-

tion, making smooth and effective transitions from one

key to another
j
and he executed these musical difficul-

ties, for a considerable time, with a handkerchief over

the keys. With all these displays of genius, however,
which were such as to make Mr. Barrington doubtful as

to his age, his general deportment was that of a child.

While he was playing to Mr. Barrington one day, his

favourite cat came in, on which he immediately left the

harpsichord to play with it, and could not be brought
back for some time. He had hardly resumed his per-

formance when he suddenly started off again, and

began running about the room with a stick between his

legs for a horse.

During his residence in England he composed six

sonatas, which were dedicated to the queen, and pub-
lished in London. These pieces are preserved among
his works

j and, though exceedingly simple in con-

struction, they show that " the child was father to the

man," as they contain innumerable traits of the same

kind of melody and expression which distinguish the

productions of his riper years.

After an absence of more than three years, the family

returned to Salzburg, in November, 1766} and Mozart,

living tranquilly at home, devoted himself with ardour

R 2
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to the study of composition. Emanuel Bach, Hasse,

and Handel, were his principal guides, though he by no

means neglected the study of the old Italian masters.

In 1 768 Mozart performed at Vienna before the Em-

peror Joseph the Second, who ordered him to compose
the music of a comic opera, the Finta Semplice. It was

approved by Hasse and by Metastasio, but its perform-
ance was prevented by a cabal among the singers. At

the consecration of the new church of The Orphans, he

composed the music of the service, and conducted the

performance of it in the presence of the imperial court,

though then but a child of twelve years old.

He returned to pass the year 1769 at Salzburg. In

the end of that year his father took him to Italy, where

he was received with the enthusiasm which might be

expected from a people so much alive to excellence in

the fine arts. At Milan he received a commission to

compose the opera for the Carnival of the following

year. At Bologna he found a warm admirer in the

celebrated Padre Martini, who was delighted to see a

boy of thirteen develop all the subjects of fugue which

he himself proposed, and play them with the utmost

readiness and precision. At Florence he became ac-

quainted with Thomas Linley, the son of the celebrated

composer of The Duenna, and himself afterwards a very

distinguished musician. Linley was then a boy of about

Mozart's age, and a pupil of Martini. Their friendship

became so warm, that when Mozart left Florence, they

parted with mutual tears.

When he arrived at Rome, Ganganelli, who then

filled the pontifical chair, invited him to the Quirinal

Palace, where he had the honour of performing privately

before his holiness. This was just before Easter. In

the course of the conversation, the approaching per-

formances in the Sistine Chapel were spoken of, par-
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ticularly the famous Miserere of Allegri. Mozart, with

the naivete of his age, requested a copy from the Pope,
which he declined giving, explaining, in kind terms, that

compliance was out of his power, because the piece was

forbidden to be copied under pain of excommunication.

The young musician, however, obtained permission to

attend the single rehearsal which preceded the public

performance. He listened with the most earnest atten-

tion
; and, on quitting the chapel, hastened home and

wrote down the notes. At the public performance he

had the manuscript concealed in his hat; and having
filled up some omissions, and corrected some errors in

the inner parts, he had the satisfaction to know that he

possessed the treasure so jealously watched. The next

time he was invited to play before the Pope, he ventured

to mention what he had done, and produced the manu-

script. The Pope listened with amazement, but said

"with a smile,
" The prohibition cannot extend to the

memory, and I think you may escape the penalty of

excommunication." This composition, afterwards pub-
lished from a copy sent as a present from Pope Pius the

Sixth to the Emperor of Germany, was compared with

the manuscript of Mozart, and it was found that there

was not the difference of a single note.

From Rome, Mozart went to Naples, where he played
in public in so astonishing a manner, that the audience

took it into their heads that there was some charm in a

brilliant ring which he wore; and he was absolutely

obliged to take it off, in order to convince them that it

had no share in the wonders he was performing. He
now returned to Milan, in order to fulfil his engagement
of producing an opera in the Carnival; and, in travelling

by the way of Rome and Bologna, he was made, by
the Pope, a Knight of the Golden Spur, and elected a

member of the Philharmonic Society of the latter city,
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the highest distinction that a musician can receive in

Italy.

In December, 1 770, his opera of Mithridate was brought
out at Milan, and performed for twenty nights. In con-

sequence of this success, the manager entered into an

engagement with him for the composition of the first

opera for the year 1773. The opera, Lucio Silla, was

equally successful with Mithridate, having been performed

twenty-six times successively. In the intermediate period

between the production of these two pieces, he composed,
in 1771, Ascanio in Alba, at Milan, and // sogno di Scipione,

in 1772, at Salzburg.

Dr. Burney, who spent this year, 1772, in Germany,
thus writes of Mozart, in his account of his tour*:

"The Mozart family were all at Salzburg last Summer.

The father has long been in the service of that court,

and the son is now one of the band. He composed an

opera at Milan for the marriage of the Archduke with

the Princess of Modena, and was to compose another at

the same place for the Carnival of this year, though
he is now but sixteen years of age. By a letter from

Salzburg, dated last November, I am informed that this

young man, who so much astonished all Europe by his

premature knowledge and performance during infancy,

is still a great master of his instrument. My corres-

pondent went to his father's house to hear him and his

sister play duets on the same harpsichord ;
but she is

now at her summit, which is not marvellous
; 'and,'

says the writer of the letter, 'if I may judge of the

music which I heard of his composition in the orchestra,

he is one further instance of early fruit being more extra-

ordinary than excellent !'" This remark, now absolutely

udicrous, was foolish even at the time it was made
;

*
State qf Music in Germany, vol. ii.
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and Dr. Burney, who was just returned from the scenes

of Mozart's triumphs, ought to have known better than

to adopt it.

During excursions which he made to Vienna and

Munich in 1773, Mozart produced several compositions

which were highly esteemed, among which were the

opera of La Finta Giardiniera, and several masses for

the chapel of the Elector of Bavaria. In 1775, on the

occasion of the Archduke Maximilian spending a short

time at Salzburg, Mozart composed the cantata, II Re

Pastore.

Mozart's reputation had now spread throughout

Europe, and he was desirous to establish himself in

some place where he could gain an independence by
his talents. His father suggested Paris; and he set out

for that city, accompanied by his mother only, in the

year 1777. In his way towards Paris he remained for

some time at Munich, in hopes of obtaining there some

permanent employment worthy of him. He received

much admiration and many compliments from the noble

patrons of music in that city ;
but when he pressed them

on the subject of his affairs, he met with nothing but

shuffling and evasion. At one time he was told that

there was no place vacant; at another, that he was too

young, and ought to go to Italy, a remark which he

was well entitled to feel as an insult, considering the

length of his previous residence in that country, the

works he had composed while there, the manner of their

reception, and the honours that were everywhere paid
him. At Augsburg, Manheim, and other places through
which he passed, he gained some money by performing
in public and private. In a letter to his father, written

from Augsburg, he says, "My best regards to my dear

father, and many thanks for his remembrance of me
on my birth- day. Let him feel no uneasiness on my
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account. I never lose sight of my God. I acknowledge
his power and fear his anger ; but, at the same time,

love to admire his goodness and mercy towards his

creatures. He will never abandon his servant; by the

fulfilment of his will, my desires are satisfied; so I can

want nothing, and ought to live happily. I shall always

make it my duty to follow punctually the commands
and counsels which you may have the goodness to give

me." In the spring of 1778, he arrived in Paris, where

he laboured hard to recommend himself, by his compo-
sitions and performances, to the favour of the aristocracy

and the public. But he was treated with contumelious

neglect by the great, and every effort was made by jealous

rivals to prevent or mar the performance of his music.

He was disgusted, too, with the wretched taste which

then prevailed in the French capital. "You write me,"

he says to his father, "to pay many visits, in order to

make new acquaintances and renew the old
;
but this is

not possible beyond a certain point. The distances are

too great, and the streets too dirty for walking ;
and in

a coach one has the pleasure of spending an enormous

sum in a single day, which is pure loss, for here the

people pay you a great many compliments, but nothing
else. They request me to visit them on such a day; I

play. They exclaim, 0, he is a prodigy! inconceivable!

amazing ! then 'adieu,' and that is all. I have already

spent a great deal of money in coaches, and very often

for not meeting people. Paris is much changed. The

French are not nearly so polite as they were fifteen years

ago; at present they verge very nearly on grossness."

He afterwards says,
" If there were in this place any one

possessed of ears to hear, a heart to feel, and the slightest

idea of music, I should console myself for all these

vexations. But I am among brute-beasts, as regards

music. I am here, however, and must submit. God
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grant that I may come out with a pure and healthy

taste ! I pray every day to the Eternal to grant me

courage, that I may do honour to myself and to Ger-

many, that I may earn money, and be enabled to relieve

you from your present distressed state. When shall

we meet again, and live happily together?" Weary of

this painful and unprofitable life, Mozart left Paris in

1779, and returned to Salzburg.
In the following year he repaired to Vienna

;
and soon

afterwards composed his opera of Idomeneo. He had

become passionately attached to Mademoiselle Constance

Weber, a celebrated actress
;

but her parents were

opposed to their union, on account of the young man's

unsettled situation in life. He was desirous to show

her family, by this work, that he possessed, in his own

talents, the means of honourable independence; and

stimulated at once by love and ambition, he produced a

piece which he always ranked among the best of his

works.

During the remainder of his life, Mozart remained

at Vienna, attached to the service of the emperor.

Though he was by no means liberally treated, he refused

many more advantageous offers made him by different

sovereigns, and particularly by the King of Prussia. In

one of his visits to Berlin, that monarch offered him

three thousand crowns a year if he would engage to

superintend his orchestra. But he declined the offer,

saying,
"
Ought I to leave my good emperor?" When

one of his friends reproached him for his imprudence
in rejecting so good an offer, he replied,

"
I like to live

at Vienna; the emperor is kind to me, and I don't

value money." Some vexation he met with at court,

however, once induced him to beg his dismission; but a

word from the emperor made him give up his design.

He was not worldly enough to take advantage of this
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favourable opportunity of demanding a settled salary ;

but this was afterwards fixed by the emperor himself, at

the incredibly small sum of eight hundred florins, about

eighty pounds sterling; and this paltry allowance was

never augmented.
The opera of Die Entfiihrung aus dem Serail (The

Escape from the Seraglio) was brought out in 1782.

At one of the rehearsals, the emperor said to the com-

poser,
" My dear Mozart, this is too fine for our ears

;

there are too many notes." "I beg your majesty's

pardon," said Mozart
;

" there are just as many as there

should be." The emperor said nothing; but applauded
the piece warmly when it came to be performed. The

emperor, ho\vever, was not entirely in the wrong.
Mozart himself afterwards said, after playing over one

of the airs which had been most applauded,
" This is

very well for a room, but too verbose for the theatre.

When I composed this opera, I took delight in what I

was doing, and never thought anything too long." He
made many corrections and retrenchments on the piece ;

but, even in its present shape, notwithstanding its

many and great beauties, the airs are more lengthened,

and fuller of passages of display, than those of his later

operas.

Le Nozze di Figaro and Don Giovanni were composed
in 1 787, and were performed at Prague with the most

brilliant success. Neither of these operas, however, was

at first very favourably received at Vienna. Le Nozze di

Figaro was wilfully spoiled by the singers, at the insti-

gation, it is said, of rival composers; and the Viennese

public, at that time, were incapable of appreciating a

work so novel in its style as Don Giovanni. Its merits

were one day discussed in a large party, at which most

of the connoisseurs of the place were present, and

Haydn among the rest. They all agreed in speaking of
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it in terms of high general praise, but everybody had

some fault to find with it. Haydn remained silent,

till he was called upon for his opinion.
"
I cannot

give a judgment, gentlemen, upon all these objections

you have started," said he; "all I know is, that Mozart

is certainly the greatest composer living." The critics

looked foolish, and ventured upon no further remarks.

Mozart always spoke in a similar manner of Haydn.
A composer who stood high enough to have some title

to be envious of Haydn, used to tease Mozart by

pointing out to him with great satisfaction any little

negligences or errors he had discovered in Haydn's new

compositions. Mozart bore this for a while, and always
endeavoured to get rid of the subject ;

but at last, his

patience becoming exhausted, he said very abruptly,
"

Sir,

if you and I were melted down together, we should not

furnish materials for one Haydn." Mozart inscribed

his first book of quartets to Haydn, in a brief dedication,

remarkable for its simple elegance of expression.

During the last years of Mozart's life, his health,

which had always been delicate, rapidly declined. He
became morbidly apprehensive of death, and of the

unprotected state in which he should leave his family,

wnom he tenderly loved. Under the influence of such

feelings, he used to labour with such unremitting industry,

that, in the midst of his exertions, his strength failed him,
and he was sometimes carried fainting to bed. It was

evident that he was destroying himself by this immode-
rate application. His wife and his friends endeavoured

to divert his mind, and withdraw him from his painful

thoughts, by getting him to join them in visits and
little excursions: but he remained absent, abstracted,

and sunk in melancholy reflection} and he only re-

covered his energy when he returned to his labours,

and became absorbed in his grand and beautiful con-
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ceptions. Sometimes, too, he endeavoured to get rid

of his painful thoughts of the future by a reckless

enjoyment of the passing hour. But he was never of

dissolute habits
;
and his thoughtless extravagance, the

occasional rebound of an elastic spirit from its state of

diseased and almost insane depression, is more to be

regretted than made a matter of reproach.

His exemplary wife, ever indefatigable in her anxiety

for his health and comfort, used to get the friends

whose society he most enjoyed, to pretend to surprise

him at times when, after many hours' application, he

ought to have been at rest: but though their visits

pleased him, he did not lay aside his pen; they gene-

rally failed in their attempts to engage him in conver-

sation, and he soon went on with his writing, apparently

unaware of their presence.

In this melancholy state of mind he composed
the operas of the Zauberflote (Magic Flute) and the

Clemenza di Tito, and also the Requiem, or Mass for the

Dead. It was while writing the first of these operas

that he was seized with fainting fits. The Zauberflote

met with an enthusiastic reception from the public ;
but

the state of the composer's health did not allow him to

conduct the orchestra for more than nine or ten repre-

sentations. When he was no longer able to go to the

theatre, he used to lay his watch by his side and follow,

in imagination, the progress of the performance.
"
Now,"

he would say, "the first act is over, now they are

singing such an air;" and then the recollection that it

was the decay of his own strength that compelled him
to sit inactive at home, would bring back all his gloomy

anticipations of approaching dissolution.

The celebrated Requiem was the last of his works.

One day, it is said, he received a visit from a stranger,

apparently of some consideration, who said that a per-
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son of rank who had lost a dear relative, was desirous of

commemorating that event by the performance of a

solemn service, for which he requested Mozart to com-

pose a Requiem. Mozart engaged to execute the work
in a month

; and, on the stranger desiring to know the

price he set upon it, mentioned a hundred ducats,

which the visitor laid upon the table, and disappeared.

Mozart remained lost in thought for some time; he

then suddenly called for pen, ink, and paper, and in

spite of his wife's entreaties, began to write. For se-

veral days he wrote day and night with unabated

ardour; but his feeble constitution was unable to sup-

port such efforts. One morning he fell down senseless,

and was obliged to suspend his labour. Some days

after, when his wife was endeavouring to divert him
from his gloomy forebodings, he said to her,

"
I am

certain that I am writing this Requiem for myself, it

will be my funeral service;" and it was impossible to

remove this impression from his mind. As he went on,

he felt his strength diminish from day to day, and the

score advanced slowly. At the month's end, the stranger

again appeared, and asked for the Requiem. Mozart said

he had found himself unable to keep his word, and

requested another month; adding that the work had
interested him more than he had expected, and that he

had extended it beyond his original design.
" In that

case," said the stranger,
"

it is but just to increase the

remuneration; here are fifty ducats more." Mozart, in

astonishment, begged to know who he was; but this

information he declined to communicate, but said he

should return in a month. Mozart called one of his

servants, and ordered him to follow this extraordinary

personage, and endeavour to find out who he was; but

the servant returned without being able to trace him.

Poor Mozart, in a state of mind at once enfeebled and
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excited, imagined that the stranger was some super-

natural being, sent to warn him of his approaching end,

and applied himself to the Requiem with greater ardour

than ever. During his labour he was seized with fre-

quent fainting fits, and reduced to the most extreme

debility. On the day of his death, he desired the score

to be brought to his bed. " Was I not right," he said

to his afflicted wife,
" when I assured you that it was for

myself that I was composing this Requiem?" At the

end of the month the stranger returned, and found

that the work was -still unfinished
;
but its author was

no more.

The Requiem was afterwards completed by Sussmayer,
a composer of considerable eminence, who was a friend

of Mozart's family. The circumstances under which

this work was composed, and the state in which it

was when Mozart's pen was arrested by death, have

occasioned, at different times, a good deal of contro-

versy in Germany ;
but the matter has not been fully

cleared up. In the year 1827, an edition of the Requiem
was published by Andre, a respectable music-publisher

at Offenbach, the preface to which contains all the

information on the subject that can now be obtained.

From M. Andre's statements it would appear, that the

person by whom Mozart was employed to compose this

work, was a Count Waldseck, who, having lost his wife
}

took it into his head not to obtain, but to pretend to

compose, a Requiem to her memory; that he determined

to procure a composition of which the reputed author-

ship would do him credit; and that his steward

was Mozart's mysterious visitant. M. Andre's evidence

amounts to a presumption, and nothing more, that this

might have been the case
;
but the truth will now pro-

bably never be ascertained.

After Mozart's death, his widow begged Sussmayer to
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examine and put in order his manuscripts, which were

in great confusion
j
and the unfinished Requiem being

found among them, she requested him to complete it,

which he accordingly did. It appears from a letter

written by her to M. Andre", in answer to some inquiries

made by him, that the movements, from the beginning
down to the Dies irce were completed by Mozart; but

that, of the subsequent movements, viz., the Dies irce, the

Tuba mirum spargens sonum, the Rex tremendee majestatis,

the Recordare, and the Confutatis, Mozart had made only
a sketch or outline, consisting of the principal voice parts,

with indications of the ^rnost prominent effects in the

instrumental accompaniments ;
and that the voice parts

had been filled up, and the instrumental score completed,

by Sussmayer. In M. Andre's edition, he has dis-

tinguished as far as possible, by means of marks, the

original work of Mozart, from Sussmayer's additions.

It is deeply to be regretted, that Mozart was pre-

vented from completing this most pathetic and impres-
sive of all his productions. No unpleasant feeling of

uncertainty, indeed, can subsist as to its entire authen-

ticity; because, independently of all other proof, the

music itself furnishes internal evidence that every idea

it contains flowed from the mind of Mozart himself,

and that what remained to be done consisted of rem-

plissage, a task which a skilful musician could execute

in precise conformity with the clearly indicated inten-

tions of the author. But had he lived, he would have

given the work a conclusion worthy of its greatness,

the want of which has rendered it necessary to finish

by a repetition of the opening movement with different

words.

Mozart died on the 5th of December, 179 1, before

he had completed his thirty-sixth year. With many
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weaknesses, his character appears to have been singularly

interesting. He was " In wit a man, simplicity a child."

He was a man, not only in the gifts which raised him
to the summit of excellence in his art, but in some of

the noblest qualities of human nature
;
while he was a

child in relation to that worldly wisdom without which

no man can safely tread the dangerous paths of human
life. His health was always delicate; he was thin and

pale, and appeared never to have reached his natural

growth. In his face there was nothing remarkable but

the variety of expression it assumed, according to the

feelings which affected him at the moment; nor was

there anything extraordinary in his habits, if we except

his extreme fondness for the game of billiards. From his

earliest years his whole mind was so engrossed with mu-
sical ideas, that he never acquired the knowledge of the

world requisite for transacting the most ordinary busi-

ness. His fixing his affections on the admirable woman
whom he married, was the wisest act, as it was the

happiest event, of his life. Constance Weber was his

guide, his monitress, his guardian angel. She regulated

his domestic establishment, managed his affairs, was the

cheerful companion of his happier hours, and his never-

failing consolation in sickness and despondency. He

passionately loved her, and evinced his feelings by the

most tender and delicate attentions. Her health, like

his own, was precarious. During a long illness which

she had, he used always to meet the friends who came

to visit her with his finger on his lips, to caution them

against noise; and so much did this gesture become a

habit with him, that, long after her recovery, he used to

meet his friends with his finger on his lips, and address

them in a whisper. It was his practice to ride out

early in the morning; and, while her illness continued,
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he used to leave a note upon her pillow, folded like a

physician's prescription, and containing some little affec-

tionate message or advice.

Mozart was utterly incapable of meanness or duplicity

of any sort. He was frank and candid in the expression

of his sentiments, and as prompt and liberal in ac-

knowledging merit as he was decided in exposing

arrogant pretension, jealousy, or envy. He was, too,

disinterested and benevolent in the highest degree, and

the extreme kindness of his nature was grossly abused

by artful performers, music- sellers, and managers of

theatres. Whenever any poor artists, strangers in

Vienna, applied to him for assistance, he offered them

the use of his house and table, introduced them to the

persons whom he thought could be of use to them, and

frequently composed for their use concertos, of which

he did not even keep a copy, in order that they might
have the exclusive advantage of playing them. But,

not content with this, they sold these pieces to music-

publishers ;
and thus repaid his kindness by robbing

him. He seldom received any recompense for his piano-

forte compositions, but generally wrote them for his

friends, who were, of course, anxious to possess some

work of his for their own use, and suited to their

powers of playing. Artaria, a music-seller of Vienna,

and other members of the trade, contrived to get pos-

session of many of these pieces, and published them,
without obtaining the author's consent, or making him

any remuneration for them. A Polish Count, who was

invited to a concert at Mozart's house, heard a quintet

performed for the first time, with which he was so

greatly delighted that he asked Mozart to compose for

him a trio for the flute. Mozart agreed, on condition

that he should do it at his own time. The Count next

day sent a polite note, expressive of his thanks for the

s
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pleasure he had enjoyed, and, along with it, one

hundred gold demi-sovereigns (about 100/. sterling).

Mozart immediately sent him the original score of the

quintet that had pleased him so much. The Count re-

turned to Vienna a year afterwards, and, calling upon
Mozart, inquired for the trio. Mozart said that he had

never found himself in a [disposition to write anything

worthy of his acceptance.
"
Perhaps, then," said the

Count,
"
you may find yourself in a disposition to return

me the hundred demi-sovereigns I paid you beforehand."

Mozart instantly handed him the money, but the Count

said not a word about the quintet ;
and the composer

soon afterwards had the satisfaction of seeing it published

by Artaria, arranged as a quartet, for the piano-forte,

violin, tenor, and violoncello. Mozart's quintets for

wind instruments, published also as piano-forte quar-

tets, are among the most charming and popular of his

instrumental compositions for the chamber
;
and this

anecdote is a specimen of the manner in which he lost

the benefit he ought to have derived, even from his

finest works. The opera of the Zauberflote was com-

posed for the purpose of relieving the distresses of a

manager, who had been ruined by unsuccessful specu-

lations, and came to implore his assistance. Mozart

gave him the score without price, with full permission
to perform it in his own theatre, and for his own benefit

;

only stipulating that he was not to give a copy to any

one, in order that the author might afterwards be en-

abled to dispose of the copyright. The manager pro-

mised strict compliance with the condition. The opera

was brought out, filled his theatre and his pockets, and,

some short time afterwards, appeared at five or six

different theatres, by means of copies received from the

grateful manager.

Notwithstanding the indefatigable ardour with which
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Mozart used to write at those times when his mind was

strongly engaged in his work, at other times he would

give himself up to indolence, and often procrastinated

the completion of a piece till the moment of perform-
ance was at hand. On such occasions he got out of the

scrape, sometimes by working with surprising rapidity,

and at other times by trusting to his powers of memory,
and playing a piece without having written it down.

The celebrated overture to Don Giovanni was entirely

written during the night previous to the first perform-

ance of the opera, after he had spent the day in the

fatiguing occupation of conducting the general rehearsal.

He began his task about eleven o'clock at night, having

got his wife to make him some punch, and to sit by
him to keep him awake. He wrote while she ransacked

her memory for the fairy tales of her youth, and all

the humorous and amusing stories she could think of.

As long as she kept him laughing till the tears ran down
his cheeks, he got on rapidly, but if she was silent for a

moment, he dropped asleep. Seeing, at last, that he

could hold out no longer, she persuaded him to lie down
for a couple of hours. At five in the morning she

awoke him, and at seven, when the copyists appeared,

the score was completed. There was barely time to

write out the necessary number of parts, and the over-

ture was performed without any rehearsal, a thing

which, in those days, could have been done nowhere

but in Germany.
It has always been said that this overture was com-

posed during the night before its first performance ; but

Mozart was not in the habit of composing with the pen
in his hand. His practice was, not merely to form in

his mind a sketch, or outline, of a piece of music, but

to work it up and complete it in all its parts ;
and it

was not till this was done that he committed it to paper,
s 2
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which he did with rapidity, even when surrounded by
his friends and joining in their conversation. There

can be no doubt, that the overture to Don Giovanni

existed, fully formed in his mind, when he sat down to

write it the night before its performance ;
and even

then, his producing, with such rapidity, a score for so

many instruments, and so rich in harmony and con-

trivance, indicates a strength of conception, and a power
of memory altogether wonderful. He himself has given
an interesting account of his method of composition in

a letter to one of his friends, a noble amateur, of which

a translation from the original manuscript, in the pos-

session of Mr. Moscheles, is published in the Harmo-

nicon for November, 1825. The whole letter is full of

delightful simplicity, and gives a very favourable im-

pression both of the head and heart of the writer.

" You say you should like to know my way of com-

posing, and what method I follow in writing works of

some extent. I can really say no more upon this sub-

ject than the following, for I myself know no more

about it, and cannot account for it. When I am, as it

were, completely myself, entirely alone, and of good

cheer, say travelling in a carriage, or walking after a

good meal, or during the night when I cannot sleep,

it is on such occasions that my ideas flow best and most

abundantly. Whence and how they come, I know not,

nor can I force them. Those ideas that please me I

retain in memory, and I am accustomed, as I have

been told, to hum them to myself. If I continue in

this way, it soon occurs to me how I may turn this or

that morsel to account, so as to make a good dish of it,

that is to say, agreeably to the rules of counterpoint,

the peculiarities of the different instruments, &c. All

this fires my soul
; and, provided I am not disturbed,

my subject enlarges itself, becomes methodized and
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defined, and the whole, though it be long, stands

almost finished and complete in my mind, so that I can

survey it, like a fine picture or a beautiful statue, at a

glance. Nor do I hear in my imagination the parts

successively, but I hear them, as it were, all at once.

The delight this gives me I cannot express. All this

inventing, this producing, takes place, as it were, in a

pleasing, lively dream
;

still the actual hearing of the

tout ensemble is, after all, the best. What has been

thus produced I do not easily forget ;
and this is, per-

haps, the best gift I have my Divine Maker to thank for.

" When I proceed to write down my ideas, I take

out of the bag of my memory, if I may use that

phrase, what has previously been collected into it in

the way I have mentioned : for this reason, the com-

mitting to paper is done quickly enough, for every thing,

as I said before, is already finished
;
and it rarely differs

on paper from what it was in my imagination. At this

occupation I can, therefore, suffer myself to be dis-

turbed
; for, whatever may be going on around me,

still I write, and even talk on trifling matters. But

why productions take from my hand that particular

form and style which makes them Mozartish, and dif-

ferent from the works of other composers, is probably

owing to the same cause which renders my nose so-and-

so, large, or aquiline, or, in short, makes it Mozart's, and

different from those of other people ;
for I really do not

study to aim at any originality. I should, in fact, not

be able to describe in what mine consists
; though I

think it quite natural, that persons who have really an

individual appearance of their own, are also differently

organized from others, both externally and internally.

Let this suffice, and never, my best friend, never trouble

me again with such subjects."

A celebrated female performer on the violin being in
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Vienna in the year 1786, solicited Mozart to compose a

piece for their joint performance at her concert. With
his characteristic good-nature he agreed to do so, and

accordingly composed and arranged, in his mind, his

well known sonata for the piano-forte and violin, in B
flat, esteemed one of the finest of his works of this

class. But the day of the concert approached, and the

lady, full of anxiety, endeavoured, without effect, to

get him to commit it to paper ;
it was only the evening

before the concert that he sent her the violin part. The

concert was attended by the court, and all the rank and

fashion of Vienna. The sonata began ;
the performance

of both artists was perfect, and the audience in raptures.

But there was one personage in the room whose enjoy-

ment exceeded that of all the rest of the audience, it

was the Emperor Joseph the Second, who, in his box over

the heads of the performers, was able, by means of his

opera-glass, to see that Mozart had nothing before him

but a sheet of blank paper. At the end of the piece,

the emperor beckoned Mozart to his box, and said to

him, in a half-whisper,
"

So, Mozart, you have once

more trusted to chance !"
"
Yes, Sire," answered the

composer, with a smile of mingled triumph and confu-

sion. Had he previously played over the piece along
with the lady, this feat would not have been so very

wonderful, even though he had not written down the

piano-forte part, but he had never once heard it along

with the violin.

Among his most favourite composers were Porpora,

Durante, Leo, and Alessandro Scarlatti
;
and a compa-

rison of his scores with those of Gluck shows how
much he had studied the works of that great master:

but he placed Handel above all other musicians. " Of

all of us," he was wont to say,
" Handel understands

best how to produce a great effect
;
when he chooses, he
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can strike like a thunderbolt." He was not given to

talking of his own works
; but, among his operas, he

gave the preference to Idomeneo and Don Giovanni.

Notwithstanding his good-nature, his well-known deli-

cacy of ear, and power of detecting the most minute

errors, made the performers very much afraid of sing-

ing his music in his presence. In one of his visits to

Berlin he arrived in the evening, and found, on inquiry

at the inn, that his Entfuhrung aus dem Serail was the

opera that night at the theatre. He immediately re-

paired thither, and placed himself at the entrance of the

pit, that he might listen without being observed. But
he was sometimes so much pleased, and at other times

so much provoked, by the performance, that he insen-

sibly got close behind the orchestra, continually ex-

pressing his pleasure or disapprobation pretty audibly.

At last they came to an alteration which had been made
in one of his airs, at which, unable to restrain himself, he

called out to the orchestra that it ought to be played in

a different manner. Everybody began to stare at the

man in a great coat, who was making all this noise.

Some person in the orchestra recognised him, and in a

moment the performers were told that Mozart was in

the theatre. There was a general panic on the stage,

and some of the fugitives were so frightened, that they
could not be prevailed upon to return till Mozart went

behind the scenes, and succeeded, by good-humoured
compliments, in restoring their confidence, and getting
them to go on with the piece.

Mozart's works consist of Italian and German operas,

masses, and other compositions for the church, and

symphonies, quintets, quartets, sonatas, concertos, and

other instrumental pieces.

Of his operas, nine were composed to Italian words
;

La Finta Semplice, Mithridute, Lucio Silla, La Giardiniera,
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Idomeneo, Le Nozze di Figaro, Don Giovanni, Cost fan
tutte, and La Clemenza di Tito. He wrote only three

German operas, the Entfiihrung aus dem Serail, the

Schauspiel-director, and the Zauberflote.

Mozart was the founder of a school of dramatic

music, to which every composer who has flourished

since his time may be considered as belonging. Its

chief peculiarity consists in the fulness of the orchestral

parts; and hence it has been called, by M. Choron and

others, the dramatic symphony. In the operas of Mozart,

the accompaniments, even of the airs, display a richness

of harmony, and a variety in the combinations of the

different instruments, previously unexampled; while,

during the long finales and other concerted pieces, in

which the most animated and busy scenes of the piece

are carried on, the music of the orchestra consists of a

series of movements which are written and played in

the symphony style, and, instead of accompanying, are

accompanied by, the performers on the stage, who carry

on the dialogue in a succession of vocal phrases written

upon the instrumental symphony, while their motions are

regulated by its time. This method, when used with the

exquisite skill and judgment of Mozart himself, was

found to be not only delightful to the ear, but quite

consistent with the proper rapidity and freedom of

dramatic action. In his operas, even while the orchestra

is in the full career of a symphonic movement, the vocal

phrases given to the singers are so well separated from

each other, so distinctly marked and easily enunciated,

so well accented, emphatic, and expressive, that they

stand out, as it were, in strong relief from the instru-

mental ground of the picture, and can be expressed by
the performers without constraint or injury to the spirit

and effect of the scene. This method, accordingly, was

so attractive, that its universal adoption has made all
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the older music of the stage appear meagre and unsatis-

factory; and modern audiences will hardly listen with

patience even to the masterpieces of Gluck, Piecing or

Paesiello; an unhappy, but necessary consequence of

the ceaseless changes to which every description of

music save the highest of all is liable. By the more
immediate followers of Mozart in Germany, Italy, France,

and England, Winter, Mayer, Cimarosa, Mehul, Cheru-

bini, and Storace, this application of symphonic compo-
sition to the stage was kept within Mozart's own bounds

j

but, more recently, the orchestra has been assuming a

more and more prominent position. Even in the hands

of the greatest masters of the present day, it is fre-

quently allowed to gain an undue ascendancy, at the

expense of the vocal performers 5 and, in the most

fashionable productions of the living Italian composers,
the singers can only, by means of bellowing and scream-

ing, contrive to be heard amidst the "pitiless storm"

which rages in the orchestra.

Mozart, though eminently original in his ideas, was

indebted, in his dramatic music, to the best models then

existing. Like Gluck, he discarded the conventional

rules as to the length and construction of the airs, and

followed no guide but the expression of sentiment and

the production of dramatic effect
;
while he gained from

the Italian school a melody, the phrases of which are

more flowing, round, and extended, than those of Gluck,

This, however, relates only to the form of his music
;

its substance was his own. His divine airs and ravishing
harmonies sprang from the inexhaustible fountain of his

own heart, and were the language given him by nature

to express the feelings and emotions with which that

heart overflowed. But his power of musical expression
was limited by the range of those feelings. He could

make his listeners sigh, or weep, or tremble
;
he could
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dissolve them in tenderness, or fill them with awe;
because such emotions were familiar to his own mind.

He could inspire tranquillity and cheerfulness, but

seldom gaiety, and never mirth. He could raise a

smile, but not laughter. He has written comic operas,

but their comedy lies in their subjects, their situations,

or their dialogue, not in their music. In his Figaro, for

example, we find hardly a trait of the light-hearted,

quaint, grotesque Spanish barber, drawn by the original

French dramatist, and so faithfully rendered by Rossini.

Figaro laughs at his master while he foils his designs;

but Mozart gives the character quite a different air, and

by throwing into it considerable dignity and passion,

makes it interesting instead of comic. In all the comic

pieces of Mozart, there is not a single air which speaks

the language of comedy, without the aid of words, like

the " Se fiato in corpo avete" of Cimarosa, or the "Largo
al factotum" of Rossini. The song in Don Giovanni,
"
Madamina, catalogo e questo," sung by Leporello, the

valet, is in the style of the broadest comedy ;
but let it

be sung without words or comic gestures, and a person

unacquainted with it might suppose it to express im-

petuous passion, melting into the softest tenderness.

The passages in which Mozart is really comic, occur in

the same opera, and in situations where the ludicrous is

wildly mixed with horror. In the scene with the statue

in the church-yard, every inflexion of Leporello s voice is

full of grotesque terror
;
and this is the case, also, when

he bursts into his master's room, exclaiming that the
" man of stone" is on the stairs, and imitating the heavy
tread of the unearthly visitant. But the ludicrous often

mingles with the horrible in the most gloomy imagination.

In the Cosi fan tutte, which is a piece of pure badinage

from beginning to end, and in which there is not more

seriousness than in Lord Byron's Beppo, Mozart has
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thrown into the music a tone of feeling and passion

which is constantly at variance with the levity of the

characters and the farcical nature of the incidents.

This deficiency of vis comica in these comic operas

might have heen a serious objection to them, were it

not for their innumerable beauties, among which it is

diminished to a speck. In order to be faultless as

works of art, they ought certainly to have combined

the vivacity and humour of Rossini with Mozart's own

tenderness, melancholy, and passion. But the same

work cannot exhibit the results of different and probably

incompatible mental temperaments} and it would be as

unreasonable to expect from Mozart the sparkling gaiety

of Rossini, as to expect from Rossini the profound

feeling of Mozart. That the qualities of Mozart are

immeasurably higher than those of Rossini is disputed

by none
;
but the best comic pieces of the Italian com-

poser are so full of amusement, and so calculated to

please the popular ear, that their liveliness and brilliancy,

aided by the love of novelty, have, for the time, thrown

into the shade the far less perishable beauties of his

illustrious predecessor.

The two operas, Idomeneo and La Clemenza di Tito, are

perfect specimens of the serious musical drama, un-

rivalled by any works of this lofty class which have

either preceded or followed them. In the Zauberflote,

the genius of Mozart has luxuriated in the romantic

wildness of the subject, and produced creations of en-

chanting beauty, like those of Shakspeare in the Mid-

summer Night's Dream. But it is in the impassioned

scenes and unearthly horrors of Don Giovanni that he

has displayed his highest powers; and this astonishing

production is the greatest triumph that has yet been

achieved in dramatic music.

In sacred music, Mozart, like every other composer,

must yield to Handel; but the Requiem is the most
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solemn, expressive, and deeply affecting religious com-

position that has appeared since the days of that mighty
master. In his masses, written for the ordinary service

of the church, he has conformed to the prevailing taste

of the time, and mingled strains full of sublimity and

devotional feeling with light and airy passages, at variance

alike with the style of ecclesiastical music and with the

sentiments which it ought to inspire. His sacred musical

drama, Davide Penitente, has never been performed in

England, though one or two of the airs have been sung
at our Festivals. The effect of the work, when given

entire, is described by those who have heard it as being

very great ;
the concluding fugue, in particular, and

double chorus with which it terminates, being of sur-

passing grandeur.
In instrumental music he has never yet been excelled.

His magnificent symphonies are the delight of every

audience
;
and every amateur, worthy of the title, knows

well his exquisite quartets and quintets. His concertos

and sonatas for the piano -forte have been, in a con-

siderable measure, laid aside to make way for more

modern compositions ;
some of which, being written by

truly great masters for an instrument, the powers of

which have been greatly enlarged, are really more

striking and effective; while others are popular merely
because they afford room for a display of showy execu-

tion. But, from pieces of the former as well as the

latter kind, we turn with pleasure to the pure, delicate,

and graceful music of Mozart, when performed by an

artist of a spirit congenial to his own, an artist such

as JOHN CRAMER, whose recent retirement from his

profession is a loss which the musical world will long
have reason to deplore.

Among the German composers who nourished in the

latter part of the last century, none, for a time, enjoyed

greater popularity than PL.EYEL. He was born in
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Austria, in 1757, and studied under Haydn. He was

for a considerable time chapel-master at Strasburg, but

spent the latter part of his life in Paris, where he was

an extensive publisher of music. Pleyel's compositions

are very numerous, and almost entirely instrumental,

consisting of orchestral symphonies, quartets, trios,

duets, concertos, sonatas, &c., for various instruments.

Dr. Burney, speaking of Pleyel in 1789, says,
" There

has lately been a rage for the music of Pleyel, which

has diminished the attention of amateurs and the public

to all other violin music. But whether this ingenious

and engaging composer does not draw faster from the

fountain of his invention than it will long bear, and

whether his imitations of Haydn, and too constant use

of semitones, and coquetry in rallentandos and pauses,

will not be soon construed into affectation, I know not
j

but it has already been remarked by critical observers,

that his fancy, though at first so fertile, is not so inex-

haustible but that he frequently repeats himself, and

does not sufficiently disdain the mixture of common

passages with his own elegant ideas." Though the true

character of Pleyel's music was thus early appreciated

by judicious critics, yet the rage for it went on increasing ;

and, for many years after Burney wrote, and long after

the music of Haydn and Mozart had been introduced

into England, the quartets, sonatas for the piano-forte,

and other instrumental compositions of Pleyel, were in

general use, to the exclusion of the far superior works

of those masters. Perhaps our amateurs have now
erred in going to the opposite extreme; for, though

Pleyel's music possesses neither depth of harmony,

greatness of conception, nor strength of
feeling, yet it

is often exceedingly melodious, elegant, and graceful;

and some of his quartets ought still to be among the

stock pieces of every society of amateurs.
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CHAPTER XIV.

THE MUSIC OF THE REFORMED CHURCH. METRICAL
PSALMODY.

THE music which, at the time of the Reformation, was

adopted in the Liturgy of the Church of England, did

not differ much from that which had been employed in

the corresponding parts of the Romish ritual. The

English Liturgy, or Book of Common Prayer, was

published, and ordered to be generally used, in 1548;

and, in 1550, the whole cathedral service was set to

musical notes, and published by John Marbeck, organist,

of Windsor. The chants of the principal hymns, such

as the Te Deum Laudamus, and responses, contained in

this book, were nearly the same with the missals, graduals,

and antiphonaries formerly used. The anthems, too,

originally composed for the Reformed Church, appear to

have been similar to those previously used, except that

their words were English instead of Latin
;
and the

great ecclesiastical composers of the time of Edward the

Sixth, of whom some account has already been given,

have also left specimens of their previous compositions
of a similar kind, adapted to the Latin words of the

Romish ritual. When Queen Mary abrogated all the

laws of her predecessor concerning religion, and restored

the Romish service, it appears that the compositions of

the same masters, Tye, Tallis, Bird, &c., with Latin

words, were again performed in the churches; for the

list of the establishment of the queen's chapel contained

nearly the same names with that of Edward the Sixth.

And it is not a little remarkable that, after the acces-

sion of Elizabeth, the establishment of the royal chapel
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remained almost the same as in the two preceding

reigns. These great harmonists seem to have been

little troubled with religious scruples.

Elizabeth succeeded to the crown in November, 1558,

and, in April following, gave the royal assent to the

Bill for the uniformity of Common Prayer ;
and the

Book of Common Prayer, thus established by law, was

published immediately afterwards. At this time, reli-

gious dissensions ran very high; and, in respect to

church music, in particular, the Puritans had begun
to raise that clamour against "playing upon organs,"
"
curious singing," and "

tossing about the psalms
from side to side" meaning responsive or alternate

singing, which, at a subsequent period, banished, for a

time, choral music from our churches. Elizabeth, in

these circumstances, conducted herself with the wisdom
which belonged to her character; avoiding, on the one

hand, the bigotry and superstition of the Romish Church,

and, on the other, the fanaticism of the violent re-

formers. "In 1560," says Heylin, in his Ecclesiastical

History,
" the Church of England, as it was first settled

and established under Queen Elizabeth, may be re-

garded as broxight to perfection. The government of

the Church by archbishops and bishops ;
its doctrines

reduced to their ancient purity, according to the articles

agreed on in Convocation, 1552; the Liturgy, conform-

able to the primitive patterns, and all the rites and

ceremonies therein prescribed, accommodated to the

honour of God and increase of piety. The festivals

preserved in their former dignity; the sacrament cele-

brated in the most reverend manner; music retained in

all such churches in which provision had been made
for the maintenance of it, or where the people could be

trained up, at least, to plain song. All which particulars

were either established by the laws, commanded by the
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queen's injunctions, or otherwise retained by virtue of

some ancient usages not by law prohibited. Nor is it

much to be admired [wondered at], that such a general

conformity to those ancient usages was constantly

observed in all cathedrals, and the most part of the

parish churches, considering how well they were pre-

cedented by the court itself
;

in which the Liturgy was

officiated every day, both morning and evening, not

only in the public chapel, but the private closet;

celebrated in the chapel with organs and other musical

instruments, and the most excellent voices, both of

men and children, that could be procured in all the

kingdom."

During Queen Elizabeth's reign the Puritans made

frequent demonstration of their hostility to the service

of the Established Church. In 1571, they published a

Declaration, or Confession, in which they say,
" Concern-

ing singing of psalms, we allow of the people's joining

with one voice in a plain tune, but not of tossing the

psalms from one side to the other, with intermingling of

organs." In 1586 a pamphlet was extensively circu-

lated, entitled A Request of all true Christians to the House

of Parliament, which, among other changes, prays
" that all cathedral churches may be put down, where

the service of God is generally abused by piping with

organs, singing, ringing, and trowling of psalms from

one side of the choir to the other, with the squeaking of

chanting choristers, disguised (as are all the rest) in

white
', surplices ;

some in corner caps and silly copes,

imitating the fashion and manner of Antichrist, the

Pope, that man of sin and child of perdition, with his

other rabble of miscreants and shavelings." These are

specimens of the spirit in which this hostility was

carried on, with increasing violence, till it at length

accomplished its object.
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There was much that required reformation in the

musical service of the church. It was so complicated in

its harmony, the voices were so intricately blended, and

single syllables were set to such long divisions and pas-

sages of notes, that the words were unintelligible, and

the music consequently unfit for the purposes of devo-

tion. This evil was reformed by Queen Elizabeth. When
she established the Liturgy in the manner already men-

tioned, she published injunctions to the clergy, in one of

which, on the subject of church music, it is said,
" The

Queen's majesty neither meaning in anywise the decay

of anything that might conveniently tend to the use

and continuance of musick, neither to have the same so

abused in any part of the church, that thereby the

common prayer should be worse understood by the

hearers, willeth and commandeth that there be a modest

and distinct song, so used in all parts of the common

prayers of the church, that the same may be as plainly

understood as if it were without singers." This injunc-
tion has been generally obeyed, and its effect has been

the tinrivalled excellence of the choral music of the

Church of England, which, while it possesses all the

grandeur which the power of harmony can bestow,

is grave, solemn, and devout, and free from that

mixture of intricate counterpoint with light and florid

airs, which gives such a motley and incongruous cha-

racter to the music of the Romish Church. But the

Puritans of the sixteenth and seventeenth centuries at-

tacked without discrimination every thing, whether good
or bad, that was derived from the ancient service of the

church
;
and therefore, not content with the reform which

had been effected in choral music, they still insisted on

its total abolition.

Besides the music properly belonging to the Liturgy
of the Church of England, the character and form of
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which was thus settled by law, there is another important
branch of church music, common to all Protestant places

of worship. This is METRICAL PSALMODY, to the origin

of which we have already had occasion to advert
;
but

it is necessary now to trace somewhat more particularly

its introduction into Great Britain.

Metrical Psalmody appears to have been used so early

as the twelfth or thirteenth century, by the celebrated

sect of the Albigenses, who anticipated, in some measure,

the reformers of later times, and were cruelly extirpated

as heretics. It is recorded by ecclesiastical writers, that

when their great persecutor, Simon de Montfort, in 1210,

had lighted a pile for the destruction of a body of them,

they threw themselves into the flames, to the number of

a hundred and forty, singing psalms. Psalms were

sung in England by the disciples of Wickliffe in the

fourteenth century, and by those of John Huss and

Jerome of Prague in the fifteenth
;
and it appears from

a hymn-book of the Bohemian brethen, printed in 1538,

(of which an account is given by Burney,) that the tunes

used by them were taken from the chants to which the

Latin hymns of the Romish church were sung. This,

doubtless, was the case with the psalms of the other

sects that have been mentioned.

Some of the oldest of the psalm tunes still extant are

said to have been composed by LUTHER. This great

reformer was not only a lover of music, but conversant

with the art. In one of his epistles, he places music

above all arts and sciences, except theology, because

religion and music are alone able to soothe and compose
the mind. In the same epistle he says,

" We know that

music is hateful and intolerable to demons ;" and thus

he concludes,
"
I verily think, and am not ashamed to

say, that, except theology, no art is comparable to

music." Luther is supposed to be the author of the
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melody to which we sing the hundredth psalm, and of

the hymn on the Last Judgment ;
but this belief is not

supported by any positive evidence. Tradition gives to

him several fine melodies, which are preserved in the

German psalm-books, and still sung in all the Lutheran

churches*. But, though he may or may not have com-

posed any of those tunes, it is certain that he himself

published a collection of psalms in the German language,
for the use of the reformed church

; declaring, in one of

his epistles, that he intended, according to the example
of the ancient fathers of the church, to make psalms or

spiritual songs for the common people, that the Word
of God might continue among them in psalms, if not

otherwise.

This example of publishing metrical versions of the

psalms in the vernacular tongue, was soon followed in

other countries. In France, the celebrated poet, Marot,

about the year 1540, versified thirty of the psalms ;
and

they acquired such favour, that, in spite of the censures

of the Sorbonne, they were sung by the king, queen,

and chief personages of the court, to the tunes of the

most favourite songs of the time. Marot, afraid of per-

secution for heresy, fled to Geneva, where he versified

twenty more of the psalms ;
and these, with the thirty

which had been published at Paris, were printed at

Geneva in 1543, with a preface by Calvin himself. The

remainder of the psalms were afterwards turned into

French verse by Theodore Beza; and the whole were

published at Strasburg in 1545.

None of these publications contained music, the

psalms, being at first sung to such secular tunes as were

conceived to be most suitable to them. But, soon

* Some of these may be found in the third volume of Burney's

History,

T 2
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afterwards, different persons composed tunes expressly

adapted to the metrical versions. The first of these

seems to have been GUILLEAUME FRANC, who composed
a set of tunes published at Geneva, but without har-

mony, as singing in parts was not permitted by Calvin.

The other composers of these tunes were Louis BOUR-

GEOIS, CLAUDE GOUDIMEL, and CLAUDE LE JEUNE,
whose different collections, published in the latter part

of the sixteenth century, are still extant. Of these

composers (except Le Jeune, who was distinguished in

other branches of the art), very little is known. Gou-

dimel, in consequence of his having set to music Marot's

psalms, was one of the victims in the massacre of St.

Bartholomew. His work, which was first printed at

Paris, was afterwards reprinted in Holland, in 1607, for

the use of the Calvinists, but it seems not to have been

well adapted for congregational singing ; for, in an edi-

tion of the psalms of Le Jeune, printed at Leyden, in

1 633, the editor says that,
" In publishing the psalms in

parts, he had preferred the music of Claude Le Jeune to

that of Goudimel; for, as the counterpoint was simply
note for note, the most ignorant of music, if possessed
of a voice, and acquainted with the psalm-tune, might

join in the performance of any one of them; which is

impracticable in the compositions of Goudimel, many of

whose psalms, being composed in fugue, can be performed

only by persons well skilled in music."

The first authority for the use of psalmody in England

appears to have been the Act of Uniformity for the use of

common prayer in English, in 1548, which contained a

proviso, that "
it shall be lawful for all men, as well in

churches, chapels, oratories, and other places, to use

openly any psalm or prayer taken out of the Bible, at

any due time; not letting or omitting thereby the
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service or any part thereof mentioned in the said book;"
that is, the Book of Common Prayer. In the following

year, 1549, a metrical version of fifty-one of the psalms
was published by Thomas Sternhold. It was reprinted

in 155 2
j
but neither edition contained musical notes.

The entire version of the psalms was not published till

1562, when it was subjoined, for the first time, to the

Book of Common Prayer, under this title, "The

Whole Booke of Psalmes, collected into English Metre,

by T. Sternhold, J. Hopkins, and others, conferred with

the Ebrue, with apt notes to sing them withal." These

notes consist of the mere tunes, without bass or any
other part. The tunes are chiefly German, and the

same which are still used in the Continental Lutheran

and Calvinist churches. From this it may be inferred

that the same tunes had been previously known in

England, and made use of from the time that metrical

psalmody was allowed in our churches; and many of

these venerable old melodies are retained in our worship
to this day.

The first collection of these psalm-tunes, set in parts,

was published in 1579, by William Damon, under the

following title :

" The Psalms of David in English Meter,

with notes of four parts set unto them by GUILIELMO

DAMON, to the use of the godly Christians, for recreating

themselves, instede of fonde and unseemely ballades."

An excellent edition of the psalms, containing a separate

tune for every psalm, was published by T. Este in 1594.

Several eminent musicians, among whom were Dowland

and Farnaby, were contributors to this work. The prin-

cipal melody is given to the tenor, and the other parts

are cantus, (treble) altus, (counter-tenor) and bassus. The

counterpoint is simple, or note against note
;
and the

harmony excellent. A still more valuable collection is

that of RAVENSCROFT, first published in 1621, which
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contains a different melody for every psalm. Many of

them are by the editor himself, and others are taken

from the German, French, and Flemish collections.

The harmony, in four parts, was composed by twenty-
one English musicians, among whom we find the dis-

tinguished names of Tallis, Dowland, Morley, Bennet,

Farnaby, and John Milton, the father of the poet. In

this publication Ravenscroft has put the name of Dow-
land to the hundredth psalm ;

from which circumstance,

the Rev. W. Lisle Bowles* has inferred that Luther

could not have been its author, strengthening this

conclusion by showing that the air is so well adapted,

not merely to the metre, but to the accent, of the first

verse of the English psalm, that it must have been

composed expressly for those words. But this is by no

means conclusive; for, in the first place, all that is

indicated by Ravenscroft is, that the parts were added

by Dowland, the melody itself being placed by him, in

the index, among the French tunes
; and, in the second

place, no argument deduced from any supposed attention,

on the part of the composers of those days, to the

accent or prosody of language, is entitled to much

weight. Dowland' s secular compositions show that he

was wholly inattentive to such considerations. Mr.

Bowles, therefore, has left the question as to Luther's

authorship of the music of this psalm just where he

found it. There is no difficulty in supposing that a

simple tune may suit the accents of four lines of verse,

though not composed for them
;
and Luther may have

not only composed, but harmonized this tune, though
other harmony may have been afterwards put to it by
Dowland.

In Scotland, as in England, metrical psalmody was

* Parochial History of Bremhill.



METRICAL, PSALMODY. 279

introduced at the time of the Reformation 5
and. the

psalm-tunes, sung by the congregation, without the

accompaniment of an organ or any other instrument,

form the only music admitted either into the service of

the established church of that country, or into the

places of worship of the dissenters who have seceded

from it. The psalms are generally sung in unison, or,

to speak more accurately, in unisons and octaves
j
but

in congregations, among whom there is some musical

knowledge, an imperfect harmony is produced by the

bass and other parts being sung by such individuals as

are capable of doing so. In Edinburgh and the other

principal towns, the clergymen pay considerable atten-

tion to the improvement of psalmody, by forming little

choirs of trained singers, to lead the congregation, and

by promoting among their parishioners the cultivation

of singing in parts.

Since the old collections already mentioned, many
books of psalmody have been, and still continue to be

published. They are, indeed, by far too numerous
;
and

a great portion of them, being produced by very incom-

petent persons, are filled with mean and vulgar tunes,

and crude and incorrect harmonies. The circulation of

so many books of this description has tended very
much to injure parochial singing ; though the evil could

easily be remedied by the clergymen and other persons
in authority taking care that no books of psalmody were

used in places of worship but such as are of known and

established character.

Dr. Burney entertained very erroneous opinions as to

metrical psalmody, and almost every thing he says

regarding it is tinged with prejudice. The following

remarkable passage may be cited as containing a sum-

mary of his sentiments on the subject :

" The Puritans,

who, during the reign of Queen Elizabeth, had devoted
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our cathedral service to destruction, and who seemed to

wish not only to hear the psalms, but the whole Scrip-

tures, syllabically sung in metre, assigned, as a reason

for such an abuse of words*, as well as annihilation of

poetry and music, the absolute necessity of such a

simple kind of music as would suit the whole congregation.

But why is the whole congregation to sing, any more

than preach or read prayers? Indeed, it seems to

have been the wish of illiterate and furious reformers,

that all religious offices should be performed by field-

preachers and street-singers; but it is well known by all

who read the Scriptures, or hear them read, that both

singing -men and singing-women were appointed to perform
distinct parts of religious rites among the ancient He-

brews, as well as Christians; and it does not appear

by any passages in the Bible, by any thing which the

most ancient and learned commentators have urged

concerning the performance of the psalms, or by Rab-

binical traditions, that they were all originally intended

to be sung by the multitude, or whole congregation,

indiscriminately. Singing implies not only a tuneable

voice, but skill in music; for music either is or is

not an art, or something which nature and instinct do

not supply; if it be allowed that title, then study,

practice, and experience may, at least, be as necessary
to its attainment as to that of a mechanical trade or

calling. Every member of a conventicle, however it

may abound with cordwainers and tailors, would not

pretend to make a shoe or a suit of clothes; and

yet in our churches, all are to sing. Such singing as

is customary in our parochial service gives neither

ornament nor dignity to the psalms, or portions of Scrip-

ture, that are drawled out and bawled with that un-

* The Kalics in this passage are Dr. Burney's own.
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musical and unmeaning vehemence which the satirist

has described:

. . . . So swells each windpipe
Such as from lab'ring lungs enthusiastic flows,

High sound, attemper'd to the vocal nose.

Dunciad.

It cannot be for the sake of the sentiments or instruc-

tions which those words contain
;
these are better under-

stood when read by the clergyman and clerk
;
and why,

after being read, they should be sung, unless music is

supposed to add to their energy or embellishment, it is

not easy to discover."

This passage sets out with an insinuation that the

introduction of metrical psalmody into the English
churches was the work of the Puritans the same parties
"
who, during the reign of Queen Elizabeth, had devoted

our cathedral service to destruction." But it has been

already seen that psalmody was admitted into our Church

by the Act of Uniformity for the use of common prayer,

in the reign of Edward the Sixth, when the ritual was

established in conformity with the doctrines of the

reformed religion, and there was no indication of any

attempt to destroy the essentials of our cathedral service.

Psalmody, of course, was put a stop to by Queen Mary,
when the Romish ritual was restored

; but, when Eliza-

beth re-established the service of the Protestant Church,
the use of psalmody was restored, and immediately
became general all over England. For this fact, we
have Burney's own authority, though he states it in the

tone which pervades all that he says on this subject.
" In the reign of Queen Mary, all the Protestants, except
those who courted martyrdom, sang these psalms, sotto

voce; but after the accession of Queen Elizabeth, like

orgies, they were roared aloud in almost every street, as

well as church, throughout the kingdom." Psalmody,
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therefore, first introduced in the reign of Edward the

Sixth, was restored on the accession of Elizabeth; and
this "wise Princess," as Burney justly calls her, is

warmly praised by him for having
"
steered, according

to the true spirit of the Church of England, between the

two extremes of superstitious bigotry and irreverent

fanaticism." How then can he ascribe the introduction

of psalmody to the influence of an irreverent fanaticism,

to which Queen Elizabeth refused to yield ? Sternhold

and Hopkins's metrical version of the psalms was sub-

joined to the book of common prayer, because this wise

Queen and her counsellors believed that it could be

used, with advantage to religion, along with the ritual

contained in that book, and not, certainly, from any

compliance with the wishes of those who desired its

destruction.

Dr. Burney then asks,
"
why is the whole congregation

to sing, any more than to preach or read prayers?" The
idea of the whole congregation preaching, involves an

utter absurdity, which the idea of the whole congregation

singing does not : but the congregation does actually join

in reading the prayers ;
and why may it not also join in

singing the psalms, which are prayers ? If the congrega-
tion does the one, it is proper and consistent that it

should do the other.

It is asserted by Dr. Burney, that " both singing-men

and singing-women were appointed to perform distinct

parts of religious rites among the ancient Hebrews as

well as Christians;" and he adds, that "it does not

appear by any passages in the Bible, by anything which

the most ancient and learned commentators have urged

concerning the performance of the psalms, or by Rab-

binical traditions, that they were all originally intended

to be sung by the multitude, or whole congregation,

indiscriminately." We may leave out of view the ques-
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tion as to the practice of the ancient Hebrews, for the

Jewish ritual was entirely abolished by the introduction

of Christianity : but the assertion, in so far as it relates

to the primitive Christians, is entirely incorrect. When
the Divine Founder of our religion himself instituted

the sacrament of the supper, and gave to his disciples

the example of the manner in which it has ever since

been observed in all Christian churches, the solemnity

was concluded by their singing a hymn or psalm. When
Paul and Silas were in prison,

" at midnight they prayed
and sang praises unto God." St. Paul enjoins to the

church of the Colossians the use of "
psalms, and hymns,

and spiritual songs, singing with grace in your hearts to

the Lord." A similar injunction is given by him to the

Ephesians : and James says,
"
Is any among you afflicted ?

let him pray. Is any merry ? let him sing psalms." That

the primitive Christians must necessarily have followed

both the precepts and the example of Christ himself,

and of his apostles, cannot be doubted
;
and accordingly

we have the evidence of profane writers to this effect.

Pliny accused the Christians, not only of neglecting the

sacrifices, but of holding meetings before day-break, to

sing in honour of Christ as a God; and Lucian notices

the rage for psalm-singing among the Christians. In

those times, when Christianity was not established, or even

tolerated, and when the converts to this religion had no

churches or regular places of worship, it is absurd to

suppose that their psalms and hymns were sung by

organised bands of singing-men and singing-women, apart
from the congregation : and Burney, in another part of

his work*, makes admissions utterly inconsistent with

such a supposition. He says, that "
it is in vain to seek

for any regular ritual before this period," that is, the

Vol. ii., p. 5-6.
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time of Constantine, the first Christian emperor ;
and

that he "cannot find better authority for the establish-

ment of music in the church, during the reign of

Constantine, than that of Eusebius, who was his con-

temporary, and a principal agent in the ecclesiastical

transactions of the times." And he adds,
"
It was in

the year 312 from the coming of our Saviour, that

Christianity, after the defeat of Maxentius, became the

established religion of the Roman empire. The primitive

Christians, previous to this important era, being subject

to persecution, proscription, and martyrdom, must fre-

quently have been reduced to silent prayer in dens and

caves." Previous to this era, however, and even down

from the time of our Saviour himself and his apostles,

the first Christians are proved to have sung psalms and

hymns in their exercises of devotion
; but, without

churches, without a ritual, subject to persecution, pro-

scription, and martyrdom, meeting in secresy and ap-

prehension of discovery, are we to imagine that they

sat and listened to disciplined choirs of singing-men and

singing women?

The argument that, because music is an art, and

requires study, practice, and experience, as well as a

mechanical trade or calling, every member of a congre-

gation ought no more to pretend to sing than to make a

pair of shoes, is a very shallow fallacy. Music is an

art, undoubtedly ;
but its different branches require

very different degrees of study, practice, and experience.

A shepherd tending his flook, and a village maiden at her

rural labour, will sing
" the old and antique songs

"
of

their native valley, in a manner that will charm the

most cultivated taste, and even move the feelings,

More than light airs, and recollected terms

Of these most brisk and giddy-paced times ;
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such songs as that which is described by the enamoured

Duke Orsino;

Mark it, Cesario ; it is old and plain :

The spinsters and the knitters in the sun,

And the free maids that weave their thread with bones,

Do use to chaunt it.

But if it requires little art and study to sing these

ancient and simple airs, to sing the melodies of the

psalms requires still less. In those parts of the country
where attention is paid to parochial psalmody, especially

in Scotland, the psalm tunes are familiar to every one
;

and, when devoutly sung by the whole body of a con-

gregation, nothing can be more fallacious than the ludi-

crous light in which Dr. Burney has attempted to place

them. They are, on the contrary, solemn, impressive,

and, in a large congregation, frequently sublime. When

Haydn heard a psalm sung in unison by four thousand

children, in St. Paul's Cathedral, he was moved to tears,

and declared that that simple and natural air had given

him the greatest pleasure he had ever received from

music. In every large congregation there must be

many coarse and untuneable voices; but the greatest

part of the assembly will be qualified in voice and ear,

to sing such plain and simple music with propriety j

and, in the present state of musical knowledge, there

are few congregations without many persons who can

sing at least a correct bass, to the melody, especially if

the harmony is simply and steadily played upon an

organ, and sung by a small choir
3
or (as in Scotland,)

sung by a small choir without an organ.

Dr. Burney's arguments against the use of psalmody
are derived entirely from the abuses of it

; and, whatever

may have been the case in his time, his description of

these abuses is much exaggerated as applicable to the

psalmody of the present day. Still it may, and ought to
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be, much improved. The parochial clergy ought every-

where to pay great attention to its cultivation. It ought
to form a regular branch of tuition in schools, by which

not only an end would be put to the "
drawling and

bawling," (for Burney's complaint of which there is still

some foundation,) but the people would be enabled to sing

the different parts of the harmony. Care ought to be

taken to introduce into every congregation some collec-

tion of the Psalms of established character, in order

that the harmony may not only be good, but uniform;

for a bass taken from one collection, a tenor from

another, and a counter-tenor from a third, though good
in themselves, may produce nothing but discord, when

joined together. Strict attention ought, also to be paid

to the time of these tunes. They are too often sung as

if they consisted entirely of equal notes, which are drawn

out to an immoderate length. But they have long and

short notes, accent, and rhythmical movement
;
a dis-

regard to which affords the chief ground for Dr.

Burney's charge against them.

The importance of a part of our musical service, in

which the whole congregation have it in their power to

raise their voices in songs of prayer and praise, is more

and more acknowledged. And the prevailing impres-

sion on this subject will naturally be followed by the

adoption of the means necessary to invest this portion of

our public worship with all the dignity and solemnity of

which it is capable.
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CHAPTER XV.

COMPOSERS OF ENGLISH SACRED MUSIC SINCE THE TIME OF

PPHCELL. CLARKE. ALDRICH. CROFT. WELDON.
GREENE. TRAVERS. BOYCE. NARES. KENT. BATTIS-

HILL. ARNOLD. CROTCH. ATTWOOD. HORSLEY.
ADAMS. ENGLISH CATHEDRAL MUSIC.

THE choral music appropriated to the service of our

cathedrals is peculiarly English, and differs essentially

from the sacred music of every other country. It be-

longs to the school of composition founded by the great

harmonists of the sixteenth century ;
and the grave and

religious character impressed upon it by Gibbons, Tallis,

and Bird, has been preserved by the unbroken series of

distinguished musicians, who, down to our own time, have

devoted their talents to the service of the church. Our
music consecrated to religion retains the grand and

solemn harmony of the old masters
; and, if its melodies

have, in the progress of time, acquired additional grace
and smoothness, they have not lost the serious and

chastened expression which befits the language of de-

votion. It admits none of those light and tripping

measures, which, in the words of Pope,

Make the soul dance upon a jig to Heaven,

or rather, draw it down from those heavenly contempla-
tions which religious music ought to inspire, and fill it

with the thoughts of worldly pursuits and trifling amuse-

ments.

Some account has already been given of the most

distinguished composers for the English church, down
to the latter part of the seventeenth century, including
the illustrious Purcell. It remains to notice the most

eminent of their successors.
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DR. JEREMIAH CLARKE was educated in the Chapel

Royal, under Dr. Blow; and was afterwards, along with

him, joint organist of the Chapel Royal. A hopeless

passion for a lady of rank much superior to his own,

threw him into a state of melancholy, which terminated

in suicide, in the year 1707. Being thus cut off at an

early period of life, his works were few; but his anthems,

which are printed in Boyce's collection, are remarkable

for their tender and pathetic expression. His full an-

them,
" Praise the Lord, O Jerusalem," is considered

the best of his compositions.

The Rev. Dr. HENRY ALDRICH, though not a pro-

fessional musician, was profoundly skilled in the art,

and his compositions for the church, which are numerous,
are not inferior to those of the best masters of his time.

He was appointed Dean of Christ Church, Oxford, in

1689, and died in 1710. He was a man of great and

varied attainments; being not only an excellent musi-

cian, but a learned divine, and an accomplished scholar

and critic. He devoted himself to the improvement and

cultivation of music in the university to which he be-

longed; "and," says Burney, "music perhaps never

flourished so much at Oxford, as under his example,

guidance, and patronage."

Dr. Aldrich composed nearly forty services and an-

thems, which are preserved in the third volume of Dr.

Tudway's collection. Besides these, he added to our

stock of cathedral music many admirable compositions,

by adapting English words from the Psalms and Liturgy

to motets of Tallis, Bird, Palestrina, Carissimi, and other

composers, which were originally set to Latin words, for

the Romish service. He was much beloved for his be-

nevolent character, and cheerful and social temper; and

produced, for the amusement of his friends, some lively

rounds and catches, which are still preserved. His
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round,
"
Hark, the bonny Christ-church bells,

"
is

familiar to every body. He bequeathed to his college

his large collection of music, of which Dr. Burney says,
"
Having, in 1778 and 1779, made a catalogue of these

musical works, I can venture to say, that for masses,

motets, madrigals, and anthems of the sixteenth and

seventeenth centuries, the collection is the most com-

plete of any that I have had an opportunity of con-

sulting." It is much to be regretted that nothing has

been done to give the public the benefit of these musical

treasures.

DR. WILLIAM CROFT was born in 1677, and educated

in the Chapel Royal, under Dr. Blow. In 1707, on the

death of Jeremiah Clarke, he was appointed joint-organist
with Blow, on whose death, in 1708, he became sole

organist, and master of the children of the Chapel Royal,
and also organist of Westminster Abbey. In 1715, he

was created doctor of music in the university of Oxford.

In 1724, he published, by subscription, a splendid edition

of his choral music, in two volumes folio, under the title

of Musica Sacra, or Select Anthems, in score. The author

says, in his preface, that this work is the first specimen
of music in score, engraved on plates j

choral compositions

having been previously printed with types, in single parts,

and full of errors. He died in 1727, in the fiftieth year

of his age, of a disease caused by his attendance at the

coronation of George the Second.

Dr. Croft's anthems are very grand and solemn
;
their

harmony is pure, and their melody elegant and ex-

pressive. These qualities are peculiarly remarkable in

his three-part anthem,
" O Lord, thou hast seached me

out," which, from its length, is divided into two parts

Every movement of this anthem is excellent
; and such is

its apparent simplicity, that the great skill of its construc-

tion is not at first perceived. The opening movement,
u
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for three voices, is graceful and flowing, but without the

slightest departure from the severity of the church style ;

and the solo which follows, in its breadth, expression,

and freedom from the stiff divisions which too often en-

cumber the best music of the period, is a model of com-

position for a bass voice. Dr. Croft, indeed, is himself

by no means free from this fault; and, even in this

anthem, the tenor solo, which opens the second part,

and the verse for three voices, which follows, are de-

formed by such passages. The concluding chorus, a

fugue on two subjects, is as clear in effect as masterly in

contrivance. The full anthem,
" O Lord, rebuke me

not," contains a fugue in six parts, and on two subjects,

which is in the true ecclesiastical style of the old mas-

ters, and one of the noblest compositions of which our

church can boast. Dr. Croft completed the burial ser-

vice, of which Purcell composed only one movement,
" Thou knowest the secrets of our hearts," which was

performed at the funeral of Queen Mary, and at his

own. Croft followed the design of Purcell, in writing it

throughout in simple counterpoint of note against note,

so that every syllable is uttered simultaneously by all

the voices ;
and the solemn simplicity of this harmony

is deeply impressive. The anthems,
" God is gone up,"

and " Put me not to rebuke," both of which are in

Boyce's collection, are among the best of Croft's com-

positions.

JOHN WELDON was a native of Chichester. In 1708

he succeeded Dr. Blow as one of his majesty's organists ;

and he likewise became organist of St. Bride's, and of

St. Martin's-in-the-Fields. He died in 1736. Weldon

composed many anthems, of which two specimens (the

best, it may be presumed,) are contained in Dr. Boyce's

collection. One of these, a full anthem in six parts,
" Hear my crying, O God," is excellent

;
but it has been
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remarked that his church music in general, though

pleasing and melodious, is deficient in invention and

depth of harmonical combination. Weldon composed
some beautiful songs, which are still popular ; among
them is the air,

" Let ambition fire thy mind," which

has been converted into
"
Hope, thou nurse of young

desire," the elegant duet in the opera of Love in a

Village.

Dr. MAURICE GREENE was educated in the choir of

St. Paul's, and early noticed as a good organist and

composer for the church. Before he was twenty years

of age, he obtained the place of organist of St. Dunstan's-

in-the-West
;
and he afterwards obtained, in succession,

the situations of organist of St. Paul's, organist and com-

poser to the Chapel Royal, and master of his majesty's

band. In 1730, he obtained the degree of doctor of

music at Cambridge, and was appointed professor of

music in that university. In 1 750, he succeeded, through
the death of a relation, to a large property ; and, being
now in a state of ease and affluence, formed the plan of

making a great collection of English cathedral music, in

order to prevent it from being lost or corrupted. He

accordingly collected a great number of manuscript
anthems and services, and had made considerable pro-

gress in preparing them for publication, when he was

prevented, by the failure of his health, from prosecuting
his design. He transferred it, therefore, to Dr. Boyce,
his friend and pupil, whose magnificent publication is a

completion of the design of Dr. Greene. He died in the

year 1755.

When Handel arrived in England, Greene courted his

society with great assiduity; but a violent animosity
afterwards took place between them, which lasted during
Greene's life. In consequence of this, Greene took every

opportunity of decrying the works of Handel, and ex-

u2
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tolling those of his rivals, while Handel always expressed
aversion and contempt for Greene. "

Handel," says

Burney,
" was but too prone to treat inferior artists with

contempt. What provocation he had received from

Greene, after their first acquaintance, I know not
;
but

for many years of his life, he never spoke of him without

some injurious epithet."
" Greene's figure," he adds,

" was below the common size, and he had the misfortune

to be very much deformed
; yet his address and exterior

manners were those of a man of the world, mild, attentive,

and well-bred."

Greene deserves to be placed in the highest rank of

our musical writers for the church, notwithstanding the

disparaging terms in which Dr. Burney, and other critics,

have spoken of his compositions. Burney's praise is

faint, while he dwells upon the faults of Greene's style

his divisions, repetitions of the same passage a note

higher or a note lower, and shakes. And Mr. Mason,
in his Essay on Church Music, says that Dr. Croft " was

the first composer who gave into the defect of long and

intricate divisions, and unnecessary, if not improper,

repetitions of parts of the melody," and that Dr. Greene

carried this fault to a greater excess. It is difficult to

imagine how Mr. Mason could have stumbled on the

assertion that Dr. Croft was the first composer who gave
into the defect of long and intricate divisions. The use

of such divisions was a prevailing fault before the times

of Croft and Greene
; and, in giving into it, which they

certainly did to some extent, these composers merely
conformed with the taste of the time. Neither of them

indulged in it to a greater degree than Handel did
; and,

as in his case, their best compositions, and those which

will live the longest, are nearly or wholly free from it.

From Burney's observations on Greene's anthems, he

appears not to have examined those on which the com-
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poser's reputation chiefly rests. The full anthem for

four voices,
" Lord let me know mine end," which

Burney never mentions, is not surpassed, we believe, by

anything in the whole range of cathedral music. The

opening movement is deeply pathetic ; and, though a

profound and masterly fugue on two subjects, is as

flowing and unconstrained as if written in simple counter-

point. The verse which follows, for two treble voices,
" For man walketh in a vain shadow," is of the purest

melody, and contains several exquisite touches of feeling ;

and the concluding chorus,
" And now, O Lord, what is

my hope," breathes the most earnest supplication.

This beautiful anthem speaks a language which time can

neither obscure nor enfeeble. Similar in merit, though

opposite in character, is the two-part anthem,
" O give

thanks
j

"
which, too, is not noticed by Burney. It has

the same truth of expression, though its accents are

those of joy, chastened by devotion
;
and the divisions

which are introduced in one of the solos are not incon-

sistent with the character of the movement.

Had Burney's attention been directed to these, and

many other anthems which he appears to have over-

looked, he never could have said that, as to invention

and design, Dr. Greene seldom soars above mediocrity.

Even in his solo anthems, where the faults of his age
are most apparent, the melody is generally admirable,

frequently reminding us of the German and Italian com-

posers of a later period. In the two part anthem,
" O

God of my righteousness," the treble solo,
"
I will lay

me down in peace," has all the tranquil sweetness, and

graceful smoothness of melody, with which Haydn would

have treated the subject.

Dr. Greene composed a good deal of secular music,

consisting of cantatas, songs, &c. His duet, "Busy,
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curious, thirsty fly," and several of his songs, are still

kept in remembrance.

JOHN TRAVERS is another composer who has not met

with justice from our great musical historian. About the

year 1725, he became organist of St. Paul's, Covent

Garden
5
and was afterwards appointed organist of the

Chapel Royal, which situation he held till his death, in

1758. Burney, speaking of him as a composer for the

church, says that "
his compositions, however pure the

harmony, can only be ranked with pieces of mechanism,
which labour alone may produce without the assistance

of genius." Notwithstanding this severe sentence, several

of his anthems are still used in our service, and deserve

to be so. His two-part anthem,
" Ascribe unto the

Lord," though the solo parts are too much loaded with

divisions, contains melody that is both beautiful and

expressive ;
and the harmony of the final chorus, while

it is not deficient in fulness, is simple and natural, and

free from that mechanical elaboration which Burney
ascribes to the music of this composer. The canzonets

of Travers, for one and two voices, were long extremely

popular 5
and one of them "Haste, my Nanette," is still a

favourite, both among professional singers and amateurs.

DR. WILLIAM BOYCE, one of the greatest of English

musieians/.was born in London in 1710. When a boy
he was a chorister of St. Paul's, and afterwards became

a pupil of Dr. Greene, then organist of that cathedral.

In 1736, on the death of Mr. Weldon, he was appointed

one of the composers to the Chapels Royal. In 1749,

at the installation of the Duke of Newcastle, as chan-

cellor of the University of Cambridge, he set to music

the Installation Ode, written by Mr. Mason, and like-

wise an anthem
;
and on this occasion he obtained the

honour of a doctor's degree. In 1755, on the death of

Dr. Greene, he was appointed master of his Majesty's
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band; and, in 1758, he was chosen as one of the organists

of the Chapel Royal, in the room of Travers. In his

latter years he became afflicted with the gout, of which

he died, in 1779, leaving behind him not only an exalted

reputation as a musician, but the character of a most

respectable and amiable man.

Dr. Boyce's cathedral music is of a very high order.

The finest of his anthems were published in 1780, by
his widow, under the title of " Fifteen Anthems, together

with a Te Deum and Jubilate, in score, composed for the

Royal Chapels." Another collection of twelve anthems,

with a short service, was published in 1 790, also by the

author's widow
;
and six of his anthems, with a Te Deum

and Jubilate, are published in Dr. Arnold's collection of

cathedral music. On an examination of these works, it

appears evident that Dr. Boyce's style was formed by a

profound study of the greatest ecclesiastical composers,
not only of England, but of other countries, aided by a

discriminating judgment, and a strong original genius.

His harmonies, while they are full of ingenuity and

learning, have the breadth and massive grandeur which

distinguishes the choral works of Handel : his setting

of the words is always distinct and emphatic ;
and his

melody is pure and flowing, yet appropriate to the subject,

and free from levity. Passages of divisions frequently
occur in his solos

; bjit divisions are not always to be

censured. On the contrary, though they are no longer

employed, as of old, without discrimination or meaning,

yet they continue to be used by the greatest masters,
as legitimate means of musical imitation and expression.
It is in this way that they are used by Boyce, in whose
anthems they sometimes speak the language of jubila-
tion and joyful thanksgiving, and sometimes imitate the

sounds or other phenomena of nature. Examples of the

happy effect of divisions in expressing, by inarticulate
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sounds, the feelings of thankfulness and joy, may be

found in the solo anthem,
" Praise the Lord, ye servants,"

and in the anthem for two voices,
" O sing unto the Lord

a new song ;

"
and, in the solo anthem, "The Lord is

King," the raging of the sea is finely represented by the

rolling divisions sung by a bass voice. Such passages
as these, not being dictated by the caprice of taste and

fashion, but derived from the natural principles of musical

language, will never cease to be intelligible. Among Dr.

Boyce's cathedral music, the anthems,
"
By the waters

of Babylon," and " Turn thee unto me, O Lord," are

remarkable for their pathetic expression. The full

anthem for eight voices,
" O give thanks unto the Lord,"

has probably never been surpassed for the wonderful

command of harmonical resources which it exhibits, and

the grandeur of its effect. The opening movement, for

solo voices, in eight real parts, after a few bars of simple

counterpoint, assumes the form of a canon in the unison

on four separate subjects, carried on with great freedom

and clearness, and terminated by a fugue, the subject

of which is strongly marked, and treated in a style of

masterly simplicity. The verse which follows, for four

voices, is remarkable for the graceful and flowing melody
of the different parts ;

and the Hallelujah chorus, in eight

parts, intermingled with solo passages, which terminates

the whole, is a stupendous effort of genius. It is impos-
sible to listen to music like this without feeling, that

even the language of inspiration can be clothed with

additional majesty by the sublime strains of our eccle-

siastical harmony.
Besides enriching the music of our church by his

own compositions, Dr. Boyce conferred on it a great

benefit by his invaluable collection of cathedral music,

which appeared in 1760, in three volumes. This work,

which had been undertaken by Greene, was completed



DR. JAMES NARES. 297

by Boyce. It is a selection of the best productions of

the English ecclesiastical composers during the two

preceding centuries, and is a monument, not only of

the editor's learning, research, and judgment, but of his

liberal spirit and zeal in the cause of his art
; for, in un-

dergoing the labour and incurring the hazard of this

great and expensive publication, he could not have been

actuated by any prospect of pecuniary recompense.

Though the reputation of Dr. Boyce rests chiefly on

his sacred music, yet his secular compositions have

great merit. His serenata of Solomon, which was published

in 1 743, was long popular, and some parts of it are still

frequently performed ; particularly the air,
"
Softly rise,

O southern breeze," remarkable for its beautiful bassoon

accompaniment and the duet,
"
Together let us range

the fields
;

"
both of which are heard with delight by

those who retain their taste for the pure and chaste

English style of the last century. He composed the

music of an opera entitled The Chaplet, which kept its

place on the stage for many years ;
and a number of

songs, which were published in various collections. These

are now little known; but some of them, if revived,

would be found elegant and agreeable novelties.

Dr. JAMES NARES was born in 1715. He received

his earliest musical education in the Chapel Royal, and

afterwards studied under Dr. Pepusch. The place of

organist in York Cathedral was his first preferment. In

1756 he succeeded Dr. Greene in the situation of or-

ganist and composer to his majesty; and, about the

same time time, received a doctor's degree in the

university of Cambridge. He died in 1783, in his

sixty-eighth year. He was a man of great integrity of

character, of benevolent and cheerful disposition, and

great attainments in literature. His compositions for

the church consist of a collection of twenty anthems,
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published in 1778, and a morning and evening service,

with six anthems, published after his death. These

works are entitled to a high place among our cathedral

music. They are simple in their construction
;

the

author having, upon principle, avoided elaborate combi-

nations of harmony, and florid melody.
"
I have been

very sparing of divisions," he says, in the preface to the

first collection of his anthems,
"
thinking them too

airy for the church
;
and have rather endeavoured to

enforce the sentiment of the words, than to display the

art of musical composition." In this he has been

successful: his harmony being pure and full, and his

melody elegant and expressive. While, however, in

adopting this simple style, he properly followed the

bent of his own genius, and produced a series of an-

thems which add to the variety of our cathedral music,

by being placed in contrast with more elaborate works,

yet we apprehend that the choral music of the church

is that which, above every other class, requires the

utmost resources of the art of musical composition ;

and that the profound harmonies, and learned combina-

tions of the ecclesiastical style, impart to it a grave and

solemn character which fits it for the offices of religion.

It is its depth and elaboration which form the line of

demarcation between the music of our church and that

of the every-day world. Deprived of these qualities, its

harmony will become trite and common-place, and it

will save itself from insipidity only by borrowing the

melody of the theatre. By degrees, a verse of an

anthem will be set in the style of an opera air, or duet,

and the choral part will differ in nothing but the words

from a theatrical finale. Such has been the. manner

in which the music of the church has been ruined in

Italy, the country in which it once existed in all its

greatness ;
and such, too, has been the manner in which
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it has been corrupted in Germany. We are far from

saying that Dr. Nares' own productions are deficient in

gravity ; but, were the principles by which he professed
to be guided in their composition, and which are like-

wise advocated by Mr. Mason *, to be generally adopted

by composers of cathedral music, its gradual degeneracy
would certainly ensue.

Dr. Nares composed a set of catches, canons, and

glees, dedicated to the Earl of Mornington, and a set of

beautiful English duets.

JAMES KENT was born in 1700, and received his

musical education in the Chapel Royal, under the care

of Dr. Croft. After quitting the Chapel, he became

organist to Trinity College, Cambridge, and, in 1 737, was

appointed organist of the Cathedral of Winchester, the

place of his birth, which situation he held till his death,

in 1776. In his cathedral music he followed the style

of Dr. Croft, though his compositions are less elaborate,

and his melodies more free from divisions, and of a

more modern cast, than those of his master. His an-

thems are in frequent use, particularly
" Hear my

prayer," which is very beautiful and expressive. His

anthems,
" Hearken unto this, O man,"

" My song shall

be of mercy,"
" O Lord, our Governor," and several

others, are also much esteemed. Kent not only adopted
the style of Dr. Croft, but even borrowed his ideas, and

avowed it, as if it were a matter of course. He once

said to a friend who was present at the rehearsal of one

of his anthems,
"
I know your thoughts : there is the

same passage in Dr. Croft; but could I have done

better than copy him in that case ?" This ingenuousness
was commendable

; but, though quotation is allowable in

literature, where it can be always avowed, it is quite

*
Essay on Church Music.
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inadmissible in music, where it cannot be distinguished

from plagiarism.

JONATHAN BATTISHILL, though chiefly known by his

secular music, was also an excellent composer for the

church. He was born in 1738, and educated in the

choir of St. Paul's cathedral, and was organist succes-

sively of several churches in London. He died in 1801.

Four of his anthems are published in Page's Harmonia

Sacra. They are all excellent, particularly the full an-

them for seven voices,
"
Call to remembrance, O Lord,"

which is a perfect model for this species of composition.

Nothing can be more clear and unembarrassed than the

treatment of these numerous parts ;
the melody of each

voice is flowing and natural
;
and the combined effect

of the whole is admirable. The middle movement, for

three voices,
" O remember not the sins of my youth,"

is full of that touching expression for which Battishill's

music of every class is remarkable. The glees and

rounds of this composer are well known to every lover

of English vocal music. His songs and ballads long

preserved their popularity ;
and it is to be regretted

that such beautiful melodies as "When Damon lan-

guished at my feet,"
" Ye shepherds and nymphs," and

" Kate of Aberdeen," should ever be forgotten.

As a very eminent and popular composer, DR. SAMUEL
ARNOLD demands notice in another place ;

but he

is also entitled to a high rank among our ecclesiastical

musicians. In early life, he derived, from his inter-

course with Handel, a taste for sacred music
;
and his

oratorios, The Cure of Saul, Abimelech, The Resurrection,

The Prodigal Son, and The Shunanite Woman, are described

by his biographer, Dr. Burney, as being worthy of the

disciple of so great a master as Handel. The oratorio of

The Redemption was compiled by him from the works of

Handel
;
and it is through the medium of this oratorio
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that several of Handel's finest Italian-opera songs, intro-

duced into it .with English words, are still known to the

public. On the death of Dr. Nares, Dr. Arnold was

chosen his successor, as organist and composer to his

majesty ; and, while in this situation, composed a num-
ber of services and anthems for the use of the Chapel

Royal, none of which, though some of them are beautiful

and masterly, have been published. In connexion with

his character of an ecclesiastical musician, it is proper
to mention his edition of the works of Handel, and his

collection of cathedral music, forming a continuation to

that of Boyce ;
two magnificent works, which are monu-

ments of his zeal, energy, and judgment.
DR. WILLIAM CROTCH, like Mozart, is an instance of

precocious juvenile talent fully developed in after-life.

This great musician was born at Norwich in 1775; and,

in his earliest infancy, displayed such singular musical

dispositions, that he attracted the notice of Dr. Burney,
whose account of him, before he was four years of age,

published in the Philosophical Transactions for 1779,

excited the attention of the philosophical as well as the

musical world. An interesting account of him, about

the same period, is also given by the Honourable Daines

Barrington. The details given by these writers are

equally wonderful as in the case of Mozart. When
about two years old, Crotch heard the tune of " God
save the King" played on his father's organ, and became

so restless and unruly, that his mother, imagining he

wanted to get at the organ, placed him at the keys,

which he immediately began to strike, and, after a little

while, made an evident approach towards the air. Before

he rose, he made himself master of the first part ;
next

day, with his brother's assistance, he played the treble

of the second part; and, on the third day, learned to

play the bass. Before he was four years of age, the
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accuracy of his ear was such, that he was able, not

only to name any note that was struck, but to tell in

what key a tune was played ;
and he was also able,

with perfect facility, to transpose the tunes which he

himself played into any key, even the most remote.

As he grew older, his musical attainments rapidly

increased, while, at the same time, he possessed a gene-
ral intelligence beyond his age. He discovered a genius
and inclination for drawing, almost as soon as for music.

Painting has continued to be his favourite recreation,

and he has acquired a proficiency in it of which few

amateurs can boast.

When he was eleven or twelve years of age he resided

at Cambridge, and did the duty of organist at several of

the chapels. In 1 788 he removed to Oxford, and began
his studies with a view to the church

;
but he afterwards

resumed the musical profession, and was appointed

organist of Christ Church, in 1790. In 1797 he became

professor of music in that university, and, in 1799,

obtained the degree of doctor of music. On the esta-

blishment of the Royal Academy of Music, in 1823, he i

was nominated Principal of that institution.

Dr. Crotch's great work is the oratorio of Palestine,

the poetry of which is the beautiful prize poem of

Bishop Heber. In this oratorio, Dr. Crotch has dis-

played a grandeur and originality of conception worthy
of his most illustrious predecessors, and has united, in

the happiest manner, the depth and severity of the

old ecclesiastical masters, with the graceful and flowing

melody and orchestral effects of the modern school.

The chorusses are noble and majestic ;
the concluding

chorus, in particular,
"
Worthy is the Lamb," possesses

the simple and massive grandeur of Handel. The quar-

tet, "Lo, star-led chiefs," is not surpassed by anything
in the works of the greatest masters. Whether con-
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sidered with reference to the delicious melody of the

different parts, or the exquisite harmony produced by
their combination, this movement may be regarded as

a perfect composition. Several of the airs are exceed-

ingly beautiful and expressive. It is surprising, and

much to be regretted, that this work, which does so

much honour to the English school of music, is so rarely

performed.
Dr. Crotch is the author of several excellent anthems,

and other pieces of sacred music. His motet,
" Methinks

I hear the full celestial choir," is generally known. As
a glee-writer, and a composer for the organ, on which he

is a great performer, his talents are of a very high order.

He has written some useful elementary treatises
j
but in

works of this kind, we are still much behind the Ger-

mans and French.

Several of our other living musicians have distinguished
themselves by their compositions for the church. MR.

ATTWOOD, the present organist of St. Paul's Cathedral,

besides other works of this class, is the author of two

magnificent anthems, with full orchestral accompani-

ments, written for, and performed on the occasions of

the coronation of George the Fourth and his present

majesty. MR. HORSLEY, one of the most eminent of

our glee-writers, has also composed several services and

anthems of great merit
j
and Mr. ADAMS, a most mas-

terly performer on the organ, has published a number

of voluntaries, in the grand and solemn style which

belongs to that instrument.

England is thus entitled to boast that her cathedral

music is superior to that of any other country, and that,

while the music of the church in Italy, and even Ger-

many, has degenerated, ours retains the solemn grandeur
of the olden time. Our services and anthems, too, are

more vocal than the masses and motets of the Romish



304 CATHEDRAL, MUSIC.

church
; for, in these, the voices are very frequently

subordinate to the rich and powerful instrumental sym-

phony which accompanies them. Our cathedral music

is accompanied by the organ only; a kind of accom-

paniment that is not liable to the changes which

orchestral music is constantly undergoing, and, from its

grave and solid style, is calculated to support and

enrich the vocal harmony without withdrawing the

attention from it. The more independent vocal music

is of instrumental accompaniment, the less it will be

subject to the mutability of taste and fashion
;
and this

is one cause of the durability of our cathedral music.

Its choral harmony, too, is of surpassing grandeur,
when performed with sufficient vocal strength; but,

unfortunately, this is seldom the case in our cathedrals

and churches. The body of vocal sound being too

feeble to fill the edifice, the organist endeavours to

supply the defect by the loudness of his playing. But

two and two do not always make four. By doubling
the quantity of vocal sound, the greatness of its effect

may be doubled: not so when the added quantity of

sound is instrumental. This addition, indeed, frequently

subtracts from the effect of the whole
;

for the listener

is painfully employed in straining his ear to separate the

tones and words of the choristers from the mass of in-

strumental sounds in which they are smothered. The

choral establishments of the cathedrals are, at present,

inadequate to do justice to the grand and solemn music

which they have to perform.
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CHAPTER XVI.

COMPOSERS FOR THE ENGLISH STAGE DURING THE EIGH-

TEENTH CENTURY. PEPUSCH. GALLIARD. CAREY.

LAMPE. DR. ARNE. MICHAEL ARNE. LINLEY. JACK-

SON. ARNOLD. DIBDIN. SHIELD. STORAGE.

IN taking a review of the composers for the theatre who

flourished in England during the last century, the first

who presents himself is Dr. JOHN CHRISTOPHER
PEPUSCH.

This eminent musician was born at Berlin in 1667.

His father, a Protestant minister in that city, observing
his early propensity, gave him an excellent musical

education, by which he profited so much, that, at the

age of fourteen, he had acquired considerable reputation

for learning and skill in the art. He came to England
about the year 1 700, and resided in this country for the

remainder of his life. He was at first engaged at Drury-
lane theatre, and assisted in preparing for the stage the

operas that were performed there
; parts of some of

which appear to have been composed by him. He
devoted himself, however, more to the study of the

ancient Greek writers on music, than to the practice of

the art
;
and his inquiries, however unprofitable in other

respects, gained him the character of a profound musi-

cian, and the honour of a doctor's degree, conferred on
him by the university of Oxford, in 1713. In order to

prevent the music of the great masters of the preceding

century from falling into oblivion, he formed a plan, hi

which he was assisted by many of the principal dilettanti

of that period, for the establishment of an academy for

the performance of ancient vocal and instrumental

x
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music
;

an institution, which, under the name of The

Academy of Ancient Music, existed till the year 1792.

About the year 1724, Dr. Berkeley, afterwards Bishop
of Cloyne, having formed a plan for erecting a college in

the Bermuda islands, engaged Dr. Pepusch as one of the

members of the projected establishment. He and his

associates embarked for the place of their destination
;

but the ship was wrecked, and the undertaking aban-

doned. After his return to England, he married the

celebrated singer, Margarita de 1'Epine, who brought
him a fortune of ten thousand pounds ;

but the pos-

session of affluence did not cause any relaxation in his

pursuits. He assisted Gay to select the national airs in

The Beggar s Opera, to which he composed basses
;
and

he wrote also an overture to the opera. This profligate

production is said to have been intended to ridicule the

Italian opera, which was then becoming very fashionable

in England ; though, if this was its object, it certainly

was not accomplished, as there is not the slightest

resemblance, in any particular, between The Beggar s

Opera and the pieces of the Italian stage, either of that

or any other period. It had an unprecedented success,

owing partly, no doubt, to its simple and beautiful bal-

lads, but much more to its wit and licentiousness. Its

original popularity is not surprising, considering the

state of the theatre at that period} but its still con-

tinuing to be performed, in defiance of public decency,

says little for the boasted improvement in the morality

of the stage.

Dr. Pepusch was an able teacher of the science of

music, and was much employed in that capacity.

Among his pupils was the Earl of Abercorn, who is said

to have afterwards published anonymously a Treatise on

Harmony, compiled from the written instructions given

him by his master. Dr. Pepusch complained of this, as
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a breach of confidence
;
but it did not dissolve the

friendship between Lord Abercorn and him, a circum-

stance which makes it doubtful whether this surreptitious

publication was the act of that nobleman. The real

author afterwards published an edition of the work much

improved and enlarged. It was very valuable at that

period ;
and some parts of it may still be perused with

advantage.
His principal compositions are twelve cantatas, in the

style of Alessandro Scarlatti, and the other Italian

writers of that school. These were very popular when

they appeared, but are now forgotten, with the exception

of Alexis, which is still performed with applause at our

concerts.

Iii 1 737, Dr. Pepusch obtained the situation of organist

to the Charter-house, and spent the rest of his life in

the tranquil enjoyment of his favourite studies. He was

chosen a member of the Royal Society in 1746 ;
an

honour to which his great learning justly entitled him.

He died in 1 752, at the age of eighty-five.

JOHN ERNEST GALLIARD, a native of Zell, was a

favourite composer for the theatres in the beginning of

the last century. His music is now forgotten ; though
his pretty hunting-song, "With early horn," has been

sung within our remembrance.

HENRY CAREY was a poet and a dramatist, as well as

a musician, though his musical attainments were limited

to a happy vein of melody, which enabled him to pro-
duce airs, some of which are popular to this day. The

pretty ballad of "
Sally in our alley

"
is his, both words

and music
; and it probably owes its natural simplicity

to the circumstance of its being founded on a real

incident.

A benefit of Carey's is announced in the Daily Post, of

December 3rd, 1 730, in terms which give an amusing
x2
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idea of the manners of the time. After naming the play,

which was Greenwich Park, and the additional entertain-

ments of singing, particularly a dialogue of Purcell, by

Carey and Miss Rafter (afterwards the celebrated Mrs.

Clive), and a cantata of Carey's, by Miss Rafter, there is

an apology from Carey for " the tragedy of half an act
"

not being performed ;
but a promise is made of indem-

nification by the entertainments between the acts. Then

there is the following editorial paragraph :

" At our

friend Harry Carey s benefit to-night, the powers of

music, poetry, and painting, assemble in his behalf, he

being an admirer of the three sister arts : the body of

musicians meet in the Haymarket, whence they march

in great order, preceded by a magnificent moving organ,

in form of a pageant, accompanied by all the kinds of

musical instruments ever in use from Tubal Cain to the

present day ;
a great multitude of booksellers, authors,

and painters, form themselves into a body at Temple -

bar, whence they march with great decency to Covent-

garden, preceded by a little army of printers' -devils with

their proper instruments : here the two bodies of music

and poetry are joined by the brothers of the pencil ;

when, after taking some refreshment at the Bedford

Arms, they march in solemn procession to the theatre,

amidst an innumerable crowd of spectators."

His mock "
tragedy in half an act," the well-known

Chrononhotonthologos, was first performed at the Hay-
market theatre, in 1 734. The lapse of a century has not

diminished the freshness of this admirable piece, which

is not inferior to Fielding's Tom Thumb, as a satire upon
the inflation and bombast of the tragic stage. In 1 73 7,

the Dragon of Wantley, written by Carey, and set by

Lampe,
"
after the Italian manner," was produced at

Covent-garden. This piece, which is a happy burlesque

of the Italian opera, was _as successful as the Beggar s
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Opera had been. The drama, which is irresistibly ludi-

crous, is still well-known
;

but the music, which Dr.

Burney says is excellent, is forgotten.

Carey committed suicide in 1743. He does not appear
to have been vicious or extravagant in his habits

;
and

his dramatic pieces and songs, though full of humour,
are untainted with licentiousness. He was, however,

always indigent ;
and embarrassed circumstances pro-

bably led to the melancholy termination of his life.

JOHN FREDERICK LAMPE, the composer of the

Dragon of Wantley, was a native of Saxony. He came

to England about the year 1726, and was a popular

composer for the theatres. Another opera of his, also

written by Carey, called Amelia, was produced in 1732,

with great success. He died in London, in 1 75 1 .

THOMAS AUGUSTINE ARNE was the son of an

upholsterer, in King- street, Covent-garden, who has

been immortalized by Addison, as the master of the

house in which the Indian Kings resided during their

visit to London, so humorously described in The Spec-
tator. Arne received a good education, and was in-

tended by his father for the law but his musical pro-

pensity showed itself at a very early age, and soon

entirely engrossed his mind. To gratify his passion for

music, he used to avail himself of the privilege of a

servant, by borrowing a livery, and going into the upper

gallery of the Opera-house, which was then appropriated
to domestics. He contrived to hide a spinet in his room,

upon which, after muffling the strings with a handker-

chief, he used to practise during the night. He was

articled for three years as a clerk to a lawyer ;
but

devoted much more of his attention to practising on the

spinet and violin, and studying composition, than to

reading law books and engrossing on parchment. He,
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however, served out his time
;
but soon afterwards, his

father happening to call at a gentleman's house in the

neighbourhood, who happened to have a musical party,

was shown into the room, where, to his amazement, he

beheld his son in the act of playing the first fiddle.

Finding it vain to contend with an irresistible propensity,

his father yielded to it, and allowed him to receive regular
musical instructions.

His first work was the music to Addison's Rosamond,
which was produced in 1733, with very great success.

His sister, afterwards the celebrated Mrs. Gibber, per-

formed the principal character. He next composed
music for Fielding's Tom Thumb, which he got trans-

formed into a burlesque opera, in the Italian manner.

In this, too, he was successful, the piece having been

performed many nights successively.

In 1738, Arne established his reputation as a dramatic

composer by the manner in which he set Milton's Comus.

The music of this opera was found to be so light, graceful,

and original, that it was received with the utmost delight ;

and even at the present day, the beautiful airs,
" Sweet

Echo,"
"
Come, ever smiling liberty," and "Now Phoebus

sinketh in the west," are heard with undiminished plea-

sure. The poetry of Comus, charming as it is in the closet,

is heavy on the stage ;
and for this reason it is now rarely

performed.
In 1 740, Arne married Miss Cecilia Young, a vocal

performer of considerable reputation, which continued

to increase after her marriage. He afterwards produced
his masques of Britannia and the Judgment of Paris, the

opera of Eliza, and the afterpiece of Thomas and Sally.

In 1745, Mrs. Arne being engaged as principal singer at

Vauxhall, her husband began to compose for that place

of entertainment j and his numerous songs, duets, anc
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other vocal pieces, sung at Vauxhall, spread over the

whole kingdom, and had great influence in forming the

public taste for vocal melody.

The two oratorios of Abel and Judith, which Arne pro-

duced after this period, were not successful. His musical

conceptions were not sufficiently great, nor his learning

sufficiently profound, for a species of composition in

which, too, he had to contend with the gigantic strength

of Handel. About this time he received the degree of

doctor of music from the university of Oxford.

In 17G2, he produced the most celebrated of his works,

the opera of Artaxerxes. The words of this opera are a

close, but a bald and feeble translation, executed by

himself, of the Artaserse of Metastasio; and the music

is constructed in the Italian manner of that day, con-

sisting entirely of recitative, airs, and duets. The success

of this opera was complete. Its reception was enthu-

siastic
; and, from that time almost to the present, it has

kept possession of the lyrical stage.

The popular opera of Love in a Village, which consists

of airs selected from the works of Italian and English

composers, contains a number of songs by Arne; and

he is understood to have arranged the music of this

piece, and prepared it for performance.

Dr. Arne's latest productions were the opera of the

Fairies; the music to Mason's tragedies of Elfrida and

Caractacus; additions to the music of Purcell in King
Arthur ; songs of Shakspeare ;

and music for the

Stratford Jubilee. He died on the 5th of March, 1778,

and was buried in the church of St. Paul, Covent

Garden.

Arne is undoubtedly one of the brightest stars in the

constellation of English musicians. Though he has been

surpassed by some of our composers in learning and

command of the resources of harmony, and though he
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is below Purcell in vigour and impassioned expression,

yet he possessed a rich vein of pure melody, the native

produce of his mind, and not derived from his pre-

decessors or contemporaries, either English or foreign.

His melody, too, is suited to the accents of our language,
and the genius of our nation. It at once pleases every

English ear, and is grateful to every English heart
;
and

hence a popularity more extensive and permanent than

has yet fallen to the lot of any English composer. Of
his works, the most beautiful, in our opinion, is Comus,

in the production of which he followed only the dictates

of his own genius and feeling. Artaxerxes, indeed, has

been successful in an unparalleled degree, and, in many
respects, deserves the favour which it has so long en-

joyed. The composer's design was to introduce upon
the English stage the fashionable style of the Italian

opera; and he therefore produced airs made up of the

Italian bravura passages of the day, in order to enable

the English singers, for whom he wrote, to contend with

their foreign rivals in feats of execution. While, how-

ever, the great songs in the piece are written in this

manner, there are others of a totally different character

songs in which Arne, losing sight of his Italian models,

falls back into his own natural English style. Such are

the beautiful airs, "If o'er the cruel tyrant."
" In infancy

our hopes and fears," and "Water parted from the sea."

The opening duet,
" Fair Aurora," is a charming imitation

of the simpler Italian style of that period. The attempt
to apply Italian recitative to English dialogue was unsuc-

cessful. Italian speech can be made to take a musical form

by merely enforcing and heightening the natural accents

and inflexions of the language; and thus the dialogue

of the Italian opera may be sung, or rather spoken, in

recitative : but in no other language is this practicable ;

and in English, German, and French, it is only where
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the natural inflexions of the voice are supposed to be

strengthened by the influence of emotion or passion,

that recitative can be used with effect, or even without

absurdity. Hence, in the German opera, simple recitative

is very rarely used. The ordinary dialogue is merely

spoken, and it is only when the actor is supposed to

give vent to his feelings in broken phrases and passionate

exclamations, that accompanied recitative is employed.

Though the recitative of Artaxerxes, accordingly, has

passed current in consequence of the popularity of the

airs, no other English composer has ever made the

experiment, unless in the way of burlesque.

Artaxerxes has been frequently chosen for the debut of

young female singers, and the success of the debutante

has been attended with a run of the piece. The part of

Mundane was never so splendidly performed as by Mrs.

Billington, who charmed the public as much by the

sweetness and grace with which she sang the beautiful

and simple airs, as she astonished them by the power
and compass of her voice, and the brilliancy of her

execution, in the bravuras. More recently it has afforded

triumphs to Miss Stephens, Miss Tree, and Miss Paton
j

but it is now very rarely performed : and, notwithstand-

ing its great beauties, its defects as a whole, will pro-

bably prevent it from regaining its popularity.

The drama is feeble and vapid. Metastasio's meagre

plot remains, but there is not a vestige of his sweet and

graceful poetry. The music is in an obsolete form, long
since abandoned as unfit for dramatic purposes: and,

though we, in England, may have greater constancy in

matters of taste than the more mercurial people of the

south, yet it is no disparagement to the genius of our

countryman, to expect that his production shall at last

go the way of the beautiful works of the Pergolesis, the
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Galuppis, and the Jomellis, upon the model of which it

was constructed.

Notwithstanding the immense popularity which Dr.

Arne has so long enjoyed, it is remarkable that, even in

his own time, only two among all his numerous pieces

were decidedly successful. Many of them failed entirely,

not from want of merit in the music, but in the words,

of which he himself was too frequently the author. But

the best songs in all his pieces, and his compositions for

Vauxhall, &c., have diffused themselves so extensively,

and are so rooted in public favour, that their popularity

will probably be lasting, even should Comus and Artaxerxes

disappear from the stage. It will be long before the

beautiful airs which we have already mentioned
;

the

songs,
" Gentle youth," and "

Ah, had I been by fate

decreed," in Love in a Village;
" Where the bee sucks," in

the Tempest;
" Under the green-wood tree," and "When

daisies pied," in As you Like it, with many others,

shall be forgotten by the lovers of pure and genuine

English melody. Though not very profound, yet Arne

was an able harmonist. The scores of his operas are

not behind the state of orchestral composition in his

day ;
and his instrumental music (particularly his harp-

sichord lessons,) possesses considerable merit. He is,

too, the author of some good glees and catches : for which

species of composition he obtained several prizes from

the Catch Club.

Dr. Arne's son, MICHAEL ARNE, gained considerable

reputation as a dramatic composer. His opera of Cymon
was long popular. He was a singular, and perhaps, in

the eighteenth century, a solitary instance of infatuation

on the subject of the philosopher's stone, in the pursuit

of which chimera he built a laboratory, and involved

himself in much expense. He opened his eyes, however,

in time to save himself from ruin.
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THOMAS LINLEY, as a dramatic composer, obtained a

popularity little inferior to that of Arne. He was born

at Bath, where he received his musical education, and

resided during a considerable part of his life. For many
seasons he conducted the Bath concerts, of which his

daughter Eliza, afterwards Mrs. Sheridan, and her sister

Mary, afterwards Mrs. Tickell, were the most distin-

guished ornaments. Both these ladies were beautiful

and accomplished 5
but the elder appears to have united

exquisite musical talents to a beauty almost angelic, and

a mind possessed of every virtue. The romantic history

of her marriage with Mr. Sheridan is very generally

known. From her marriage in 1772, till her death,

twenty years afterwards, she was truly her husband's

guardian angel ; and, had she been spared to him, his

character might probably have been saved from degra-

dation, and the close of his life from the extremity of

wretchedness *.

* The sketch of this lady's character, given by Moore in his

Life of Sheridan, is extremely beautiful. " There has seldom,"
he says, "existed a finer combination of all those qualities that

attract both eye and heart, than this accomplished and lovely

person exhibited. To judge by what we hear, it was impossible

to see her without admiration, or know her without love ; and a

late bishop used to say, that ' she seemed to him the connecting
link between woman and angel.' The devotedness of affection,

too, with which she was regarded, not only by her own father and

sisters, but by all her husband's family, showed that her fascina-

tion was of that best kind, which, like charity,
'

begins at home ;*

and that, while her beauty and music enchanted the world, she

had charms more intrinsic and lasting for those who came nearer

to her. We have already seen with what pliant sympathy she

followed her husband through his various pursuits, identifying

herself with the politician as warmly and readily as with the

author, and keeping Love still attendant on Genius, through all

his transformations. As the wife of the dramatist and manager,
we find her calculating the receipts of the house, assisting in the
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In the year 1775, Sheridan's opera of The Duenna was

produced at Covent-garden. The music of this piece

consists partly of original compositions by Mr. Linley,

and partly of adaptations by him of popular airs.
" The

run of this opera/' says Mr. Moore,
"
has, I believe, no

parallel in the annals of the drama. Sixty-three nights
was the career of The Beggar's Opera; but The Duenna

was acted no less than seventy-five times during the

season; the only intermissions being a few days at

Christmas, and the Fridays in every week
;

the latter,

on account of Leoni, who being a Jew, could not act on

those nights." It is still attractive, and more frequently

performed than any opera of so old a date. As a drama,

it is superior to any musical piece that we have
;
and

the music is full of beauty, spirit, and freshness.

About this time, Mr. Linley left Bath, and took up his

residence in London, in consequence of becoming joint-

patentee of Drury-lane theatre, along with his son-in-law,

adaptation of her husband's opera, and reading over the plays

sent in by dramatic candidates. As the wife of the senator and

orator, we see her, with no less zeal, making extracts from state-

papers, and copying out ponderous pamphlets, entering with all

her heart and soul into the details of elections, and even endeavour-

ing to fathom the mysteries of the Funds. The affectionate and

sensible care with which she watched over not only her own

children, but those which her beloved sister, Mrs, Tickell, con-

fided to her in dying, gives the finish to this picture of domestic

usefulness. When it is recollected, too, that the person thus

homelily employed was gifted with every charm that could adorn

and delight society, it would be difficult, perhaps, to find any-

where one more perfect example of that happy mixture of utility

and ornament, in which all that is prized by the husband and

the lover combines, and which renders woman what the sacred

fire was to the Parsees, not only an object of adoration on

their altars, but a source of warmth and comfort to their

hearts."
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Mr. Sheridan. He conducted for many years the mu-
sical department of this theatre, and produced for it a

number of pieces ;
the best and most successful of which

were, The Carnival of Venice; Selima and Azor, an adap-

tation of Gretry's Zemire et Azor; The Camp, written by

Sheridan; The Spanish Maid; The Stranger at Home;
and Love in the East. None of these pieces are now per-

formed
;
but some of the songs which they contain are

still sung, and listened to with delight by the lovers of

English music. Mr. Linley also added those orchestral

accompaniments to the airs in The Beggar s Opera, which

have been ever since made use of.

In the year 1778, in the untimely death of his eldest

son, at the age of two-and-twenty, Mr. Linley received a

blow from which he never recovered. Thomas Linley

was a young man of great genius and attainments, and

had returned to his father from his travels on the Con-

tinent, where he had been the fellow-student and friend

of Mozart. When on a visit to the Duke of Ancaster,

at his seat in Lincolnshire, Linley, along with some other

young people, were amusing themselves with sailing in a

pleasure-boat, which by some accident upset, and Linley,

who was an excellent swimmer, perished through his

desire to assist his companions, all of whom were saved.

The father's grief for this afflicting bereavement pro-

duced a brain-fever, from which he recovered, but never

regained his former health and spirits. Twelve ballads

were published by him some time after the death of his

son
;
the first of which,

"
I sing of the days that are

gone," evidently refers to that mournful event. They
are purely English in style, and very simple in construc-

tion, but full of originality and feeling. His Six Elegies,

published at Bath, at an earlier period, are distinguished

by similar qualities.

Mr. Linley died in London, in 1/95. Soon after his
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death, a collection was published of his posthumous

works, and those of his son. It contains many admi-

rable songs, glees, and madrigals, which are less known
than they deserve to be. One of them, however, the

madrigal,
" Let me, careless and unthoughtful lying," by

the elder Linley, is so beautiful, that it is frequently

sung at concerts, and the different glee and madrigal
societies.

Mr. Linley's younger son, WILLIAM LINLEY, went at

an early age to India, where he held several important
situations under government. After his return with a

competent fortune, he resided in London, much esteemed

and respected, till his death, which took place last year.

He possessed the musical genius of his family, and pub-
lished several works of merit, particularly the Dramatic

Songs of Shakspeare. His literary attainments also were

considerable.

WILLIAM JACKSON was born in Exeter, in 1/30. He
was liberally educated, and received his first musical

instructions from the organist of the cathedral. He
then went to London, and studied under Travers, the

organist of the Chapel Royal; and finally returned to

his native city. In 1777, he was appointed organist,

and placed at the head of the musical establishment of

the cathedral, in which situation he remained till his

death in 1803. He was greatly respected, and his

memory is still cherished by many of his fellow-

citizens.

Jackson published, at different periods, several sets of

songs, which were at one time popular throughout the

kingdom. Among his Canzonets for two Voices, are seve-

ral beautiful pieces, particularly
" Time has not thinned

my flowing hair, and,
" Love in thine eyes for ever

plays 5" which will long afford pleasure to those who can

enjoy good music, though it may be old. He composed
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the music of several dramatic pieces j
one of which, The

Lord of the Manor, written by General Burgoyne, was

very popular. It contains the still-favourite songs,
"
Encompass'd in an angel's frame," and, "When first

this humble roof I knew."

In his capacity of director of a great ecclesiastical

establishment, he composed many pieces of cathedral

music, some of which, we believe, were published ;
but

they did not add to his reputation. They are still per-
formed in the cathedral of Exeter, in consequence of

his connexion with it; but have not been adopted
elsewhere.

Mr. Jackson's literary acquirements were considerable.

His thirty Letters on various subjects contain a good deal

of ingenious and sound disquisition on matters of

science, literature, and the arts. Of course, music is not

overlooked, and the faults of the greatest masters are

acutely exposed ; though he betrays a tendency to de-

preciate the labours of composers in those departments
of the art in which he was probably conscious of his own
want of proficiency. He was passionately fond of paint-

ing, and a clever artist, in the manner of Gainsborough.
As a melodist, he possessed a style of his own, remark-

able for tenderness, simplicity, and pastoral sweetness.

Dr. SAMUEL ARNOLD, though he has been already

mentioned as a distinguished ecclesiastical composer, is

better known to the public as a writer for the theatre.

He was born in 1740. He received the rudiments of his

musical education in the Chapel Royal, under Mr.

Gates, the master of the children, and Dr. Nares, his

successor. So great were Arnold's attainments in music,

at an early age, that, before he had reached his twenty-
third year, he became composer to Covent-garden theatre;

and in 177G, he was engaged by Mr. Colman, to fill the

same office at the Haymarket. In these situations, he
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produced a series of dramatic pieces, several of which

are still performed. In 1773, he obtained the degree of

doctor of music at Oxford. His oratorio, The Prodigal

Son, had been performed at the installation of Lord

North as Chancellor of the University. Previous to

conferring a degree, it is the custom for the professor of

music to examine the exercise given in by the candidate,

as an evidence of his qualifications : but, on this occa-

sion, Dr. Hayes, the musical professor, returned Mr.

Arnold's score unopened, saying, that it was quite un-

necessary to examine the exercise of the author of The

Prodigal Son.

In 1 783, on the death of Dr. Nares, Dr. Arnold suc-

ceeded him as organist of the Chapel Royal, and composer
to His Majesty. In 1 789, he was chosen, by the Academy
of Ancient Music, the conductor of their concerts. In

1793, on the death of Dr. Cooke, he was requested to

accept the place of organist of Westminster Abbey. He
declined the office, on account of his many professional

engagements, but was permitted to accept it on his own

terms, and to perform the duty by a deputy, when he

was unable to give his personal attendance. He was

afterwards solicited to conduct the annual performances
in St. Paul's, for the benefit of the Sons of the Clergy;

a request with which, as it was an affair of charity, and

unattended with emolument, he readily complied, and

conducted these performances till his death. He died in

October, 1802, and was interred in Westminster Abbey.
Dr. Arnold enriched the vocal music of England with

a great number of beautiful airs, which still retain, and

will long preserve, their freshness and popularity. His

best pieces keep their place on the stage ;
and there is

reason to hope, will, with other works of the older English

school, be again performed more frequently than they

are at present. The Castle of Andalusia, The Mountaineers,
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Inkle and Yarico, and The Surrender of Calais, are lively

and pleasing dramas
;
and the admirable songs,

" The

hardy sailor braves the ocean;" "Flow, thou regal,

purple stream^" "Faint and wearily ;" "When the

hollow drum," with many others, will be listened to with

delight, so long as the people of England retain a taste

for the pure and genuine melody of their own country.

CHARLES DIBDIN was born at Southampton in 1745.

When a boy, he was a singer in the cathedral of Win-

chester, and was afterwards a candidate for the situation

of organist in a village-church in Hampshire, but was

rejected on account of his youth. He then resolved to

try his fortune in London, where he was employed for

some time in composing ballads for music-sellers, and

in tuning piano-fortes. He next went upon the stage,

and had considerable success as an actor and singer,

even on the London boards : but the bent of his genius

was towards composition ; and, having produced the

operas of Lionel and Clarissa, (the music of which is

partly his own, and partly selected,) and The Padlock, he

established his reputation as a dramatic composer. These

pieces appeared in 1768. He wrote for the stage with

great industry, for more than twenty years ; during

which time, according to an account given by him-

self, he produced near a hundred operas, and other

musical pieces, for the different theatres. He adds, that

for all these pieces, during so long a period, the whole

amount of his emoluments, including his salaries for con-

ducting the music of different theatres, and his annual

benefits, was only 5,500/. This very inadequate remu-

neration he ascribes to the unfair dealing of the managers,
with all of whom, and especially Garrick, he appears to

have been engaged in constant quarrels. Finding him-

self so ill rewarded for his theatrical labours, he set on

foot a series of entertainments, consisting of recitations

Y
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and songs, written, composed, delivered, and sung, by
himself. For these entertainments, he opened a small

theatre in Leicester-square, and gave them, not only

there, but in all the principal towns of the kingdom, for

several years, with great success. They were exceedingly

agreeable, containing a great deal of wit, anecdote, and

satire, and full of songs, admirable both in their words

and melodies. These songs enjoyed extraordinary popu-

larity, and were sold in immense quantities in every

part of the country ;
so that this species of entertain-

ment must have been very profitable to him. He seems,

however, not to have been prudent in pecuniary matters
;

for he died in 1814, in distressed circumstances, after

having been for some years afflicted with a malady which

rendered him almost helpless.

Dibdin had received hardly any musical education ;

and his attainments in the art were so small, that he had

not skill enough to put a good accompaniment to his

own airs. But he possessed a gift which no education

or study can bestow, an inexhaustible vein of melody.

Among the hundreds of airs which he composed, it is

wonderful to observe how few are bad, or even indifferent ;

and how free they are from sameness, or the repetition

of similar passages. And yet, with all this variety, there

is no straining after novelty. The airs flow so naturally,

that they appear to have cost him no sort of effort, but

to have sprung up, as it were, in his mind, without even

being sought for. In their expression, too, they are not

less various than in their phrases. Whether the poetry

is tender, lively, or energetic, the music never fails to

speak a corresponding language. There are few things,

in the class to which they belong, more delightful than
" When the lads in the village," and "

I'd lock'd up all

my treasure," in The Quaker; or than "And did you
not hear of a jolly young waterman/' "Then farewell,
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my trim-built wherry," in The Waterman; or "
Say,

little foolish, fluttering thing," in The Padlock.

But Dibdin's sea songs will be the most enduring
monument to his memory. Whatever may have been

done by the bards of antiquity, there is no instance in

modern times of so powerful, extensive, and salutary an

influence being exercised by poetry and music. They
strike at once upon the heart of the British sailor,

address themselves to his habits, his manners, his pro-

pensities, his peculiarities of thought and feeling ;
raise

his courage from a mere animal instinct to a noble

moral principle ; inspire him with generosity, truth,

and constancy j
and strengthen in his mind the in-

fluence of those tender ties which are the great springs
of human virtue as well as happiness. As a mark of

public gratitude for these inestimable lyrics, the Govern-

ment, in 1803, bestowed on their author a pension
of two hundred pounds a year j

but the administration

which came into office in 1806 deprived him of this very
moderate tribute, as a measure of economy ! In 1 8 1 0,

some individuals, at the head of whom were Benjamin

Oakley, Esq., of Tavistock-square, and Mr. Perry, the

distinguished proprietor of The Morning Chronicle, set on

foot a public dinner, in order to raise money to purchase
an annuity for Mr. Dibdin. The sum obtained was 640/.,

with which an annuity was bought for him and his

daughter conjointly.

An edition of Dibdin's sea songs was published by the

late Dr. Kitchiner, in 1824. This collection contains a

hundred and one songs, and is sufficiently ample ;
but

the editor was incompetent to the execution of his task.

The music is full of inaccuracies
;
and Dibdin's accom-

paniments, meagre and imperfect as they are, are ren-

dered still more so by frequent mutilations. An edition

of these songs, by a sound and judicious musician, is

Y2
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still much wanted, and would assuredly be well received

by the public.

WILLIAM SHIELD was born in the county of Durham,
about the year 1 749. His father, who was a singing-

master, taught him the rudiments of music. When he

was nine years of age, his father died, leaving his family

very slenderly provided for. He was apprenticed to a

boat-builder in North Shields, who proved an indulgent

master, and allowed him to occupy his leisure hours in

cultivating his talent for music. His proficiency as a

violin-player attracted the notice of the celebrated Avison,

the author of the Essay on Musical Expression, who kindly

gave him some instructions in harmony. He was em-

ployed as leader of the concerts at Scarborough, where

he became acquainted with several eminent performers
from London, by means of whom he he obtained a situ-

ation in the orchestra of the Italian Opera-house, where,

for eighteen years, he played the principal tenor.

His first dramatic work was the music of The Flitch

of Bacon, an afterpiece, which appeared in 1778, arid

was very successful. Soon afterwards he became com-

poser to Covent-garden theatre, for which he produced
several of his most popular works. In 1791, he visited

his native town, where his aged mother, to whom he

always shewed the most filial attention, was still living.

He collected, at this time, a number of the old traditional

melodies of the border counties, some pretty specimens
of which he has inserted in his Rudiments of Thorough
Bass. In the same year he made a journey to the Con-

tinent
;

in the course of which he visited the principal

cities of Italy, with the view of acquiring a knowledge of

the music of that country. After his return, he .resumed

his musical employments, and composed a number of

dramatic pieces, and many detached songs, duets, glees,

&c. He also published his Introduction to Harmony, a
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work of much value at that time, but now superseded

by more methodical and comprehensive treatises.

In 1817, he succeeded Sir William Parsons as master

of the band of musicians in ordinary to the king. Thte"

appointment was bestowed upon him by his late Majesty

(then Prince Regent,) without any application on his

part, as a mark of personal regard, and of esteem for his

character as a distinguished artist. During the latter

years of his life he suffered much from the infirmities of

age, and died of water in the chest in January, 1829.

Shield was a man of an amiable, kind, and placid

disposition ;
and the character of his mind is impressed

on his music. The subjects of his pieces are chiefly

taken from rural life, and he is most successful in

speaking the language of innocent gaiety and simple
tenderness. He probably never felt, and therefore has

not attempted to express, the more violent and darker

passions. Rosina is the most charming Arcadian picture

that can be imagined ;
and The Woodman, The Farmer,

The Flitch of Bacon, and The Poor Soldier, are all 'full of

the freshness of the country. Shield's pastoral style pos-

sesses much elegance and refinement. He even intro-

duces airs requiring great extent of voice and power of

execution
;
such as the song,

" Whilst with village maids

I stray," in Rosina; yet there are so much grace and

simplicity of design in these airs, that, when sung (as

they ought to be) without effort, they are never felt to

be misplaced or out of character. Shield's accompani-
ments in his dramatic pieces,though simple, are ingenious,

and show taste and delicacy in the use of the different

instruments. Were his orchestral colouring richer, it

would be beautiful. Shield composed many detached

songs, and a few glees, some of which are still popular.

His "
Shakspeare's Load-stars" is a great favourite
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among glee-singers.
* He composed, too, some instru-

mental music
j particularly a set of Trios for two violins

and a bass, which have no small merit, considering the

state of instrumental music in England when they were

written.

STEPHEN STORAGE was the son of a Neapolitan, a

good performer on the double-bass in the band of the

Opera-house, and was born in London in 1763. He
manifested his musical capacity at a very early age, and

was placed by his father in the Conservatorio, or Music

School, of St. Onophrio, at Naples. He made rapid

progress in his studies
; and, while yet a pupil, composed

several things which he afterwards made use of in his

operas, particularly the finale to the first act of The

Pirates, one of the most beautiful of his compositions.

*This glee affords an amusing instance of the want of attention

with which composers sometimes read their poetry. The words

are from The Midsummer Night's Dream :

" O happy fair,

Your eyes are load-stars, and your tongue's sweet air,

More tuneable than lark to shepherd's ear,

When wheat is green, and hawthorn buds appear."

Shield writes the first part of this glee upon the first two lines,

with a full close. This is sung twice over ; then comes the second

part of the glee to the two following lines, with a semi-close;

after which the subject is resumed, and the whole terminates with

the words of the first part, which are written as before,

" O happy fair,

Your eyes are load-stars, and your tongue sweet air!"

To make three people, indeed, sing this pretty complaint of a jea-

lous damsel, and " toss the words about from side to side," is bad

enough, though this abuse is sanctioned (if it can be sanctioned)

by usage. But we do not remember any parallel to such a reading

as the above.
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After finishing his studies, he visited Germany, and

composed an opera called Gli Equivoci, taken from

Shakspeare's Comedy of Errors. Parts of this piece were

afterwards used by the author in his English operas.

In his travels, Storace was accompanied by his sister,

Anna Storace, who had been a pupil of Sacchini, and

afterwards became one of the first singers of the day.

They returned to England in 1787; and Signora Storace

immediately obtained an engagement at the King's

Theatre, where she appeared in Paisiello's Gli Schiavi per

Amore, brought out under the direction of her brother.

Storace's success in the King's Theatre was impeded by
the intrigues of his rivals

j
and he retired in disgust to

Bath, where, for a time, he turned his attention to

drawing. In this pursuit, however, he did not persevere j

but soon returned to London, where he obtained an en-

gagement as composer to Drury-lane theatre; his first

production for which was an adaptation of the German

opera of The Doctor and Apothecary.

In 1789 he brought out, at Drury-lane, his first

English opera, The Haunted Tower. This beautiful piece

had the most brilliant success : it was performed fifty

times the first season, and has remained in constant

favour ever since. In 1790 the entertainment of No

Song no Supper was produced at the same theatre.
"
It

will hardly be credited," says Kelly in his Reminiscences,
" that this charming and popular opera, which has been

acted hundreds of nights, was rejected by the Drury-
lane management."

In 1791 he produced The Siege of Belgrade, which is

an adaptation to the English stage of Martini's opera,

La Cosa rara; consisting chiefly of the original music,

with some additional compositions by Storace. In 1 792

appeared The Pirates, one of the finest and most suc-

cessful of his works. For several years he continued to
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produce a number of popular pieces, among which was

Lodoiska, a piece translated from the French by John

Kemble, and the music of which is a selection from thq

two operas of Kreutzer and Cherubini, with some beau-

tiful additions by Storace, among which is the celebrated

air, "Ye streams that round my prison creep."

His last work was the music of Colman's drama, The

Iron Chest. His health was always delicate, and his

exertions in bringing out this piece appear to have cost

him his life.
" On the first rehearsal," says Kelly,

"though labouring under a severe attack of gout and

fever, after having been confined to his bed for many
days, he insisted on being wrapped up in blankets, and

carried in a sedan-chair to the cold stage of the play-

house. The entreaties and prayers of his family were of

no avail, go he would : he went, and remained till the

end of the rehearsal. He returned to his bed, whence

he never rose again." He died on the 19th of March,

1795, in the thirty-third year of his age.

A little while before his death, Storace had gone to

Bath, for the purpose of hearing Braham, and had en-

gaged him for Drury-lane, where he was to appear in

the opera of Mahmoud, in the preparation of which

Storace was then employed. It was left in an incom-

plete state at his death
; but, by the exertions of his

friends, and with some additional music selected by his

sister, it was performed, on the 30th of the same month

in which he died, for the benefit of his widow and child.

Supported by Kemble's acting, and Braham's singing, it

had great success, and was performed for many nights.

Storace possessed a strong and capacious mind. Mr.

Sheridan once remarked, that, had he been bred to the

law, he must have become lord-chancellor. He was

well versed in literature, and his critical opinions were

much respected. Mr. Kelly says, that when a boy, his
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passion for calculation was beyond all belief
j

in which

respect, as in others, he had a resemblance to Mozart.

His operas, to this day, are among the most attractive

that we possess. He had been educated in the reformed

Italian school of the close of the last century; and the

models on which he formed his style were the works of

Piccini, Sacchini, and Paesiello. From the study of

these, he not only acquired grace and refinement, but

learned to enrich his operas with those concerted scenes

and finales, the introduction of which was a new era in

dramatic composition. In the beauty and spirit of his

concerted pieces, he has not been surpassed by any

English composer who has succeeded him. In writing
for the orchestra, he has followed his Italian models in

the simplicity of his score
;
but his accompaniments are

full of taste and elegance, and want nothing but a slight

infusion of German richness and variety, to be every

thing that could be desired. Were Storace's best operas

retouched, with this view, by a skilful and discreet

musician, and brought out in a good and careful style,

they would appear as modern as if they were of yester-

day, and give all the pleasure they produced forty years

ago.
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CHAPTER XVII.

MUSIC IN GERMANY IN THE PRESENT CENTURY. WINTER.
JIIMMKI.. WEIGL. ANDREAS AND BERNARD BOMBEBG.
FESCA. BEETHOVEN.

AMONG the great composers of Germany who flourished

at the beginning of the present century, the oldest

appears to be PETER WINTER, who was born at Man-
heim in 1755. In 1775 he was appointed director of

the orchestra of the theatre at Manheim, and after-

wards held the same situation at Munich, where he

resided during his life. His compositions for the church,

the theatre, and the chamber, are very numerous. Of
his ecclesiastical works, his Requiem is the most cele-

brated. Many of his German operas were received with

the greatest favour, and several of them are still per-

formed in Germany. The operas which he composed
for the King's Theatre, during his residence in London,
in 1803 and 1804, were among the most successful of

his works. These were Zaira, Proserpina, and Calypso.

In these, the airs, which he composed to suit the

limited but fine contralto voice of Madame Grassini, are

beautifully simple, and were long seen on the piano-

forte of every lady who had any pretensions as a singer

of Italian music. One of his German operas, The

Interrupted Sacrifice, was brought out in an English
dress a few years ago, at the English Opera-house, and

obtained considerable success. His last composition

for the stage was a comic piece entitled Der Sanger und

der Schneider (The Singer and the Tailor), founded on

a well-known anecdote of Farinelli : it is a great fa-

vourite in the German theatres. He died at Munich, in

October, 1825, at the age of seventy.
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FREDERICK HIMMEL was born in Brandenburgh, in

1765. At an early age he obtained the situation of

maestro di capella, at Berlin, which he retained during
his life. He died in 1814. His works are very nu-

merous, and in various styles. His most celebrated

opera is Fanchon, which is still performed in all parts of

Germany. His music for the piano-forte is of a very

high class
;

in particular, his two sets of trios for the

piano-forte, violin, and violoncello, are among the finest

compositions of this kind, and ought to stand in the

library of every amateur, beside the similar works of

Mozart, Beethoven, and Hummel. He produced an

immense number of detached songs and ballads, many
of which are very original and beautiful.

JOSEPH WEIGL, born at Vienna in 1765, was director

of the orchestra of the imperial theatre in that city. In

his dramatic music, he is remarkable for the pastoral

freshness and simplicity of his style; for which his

opera of the Swiss Family is particularly distinguished.

Few operas have enjoyed greater popularity in Germany
than this, which was produced at Vienna in 1809. It

is certainly very pleasing, and contains much elegant

melody; but it wants vigour and depth, and soon palls

upon repetition. An early work of this composer, L'Amor

Marinaro, was brought out at the English Opera-house,
in 1828, under the title of The Pirate of Genoa, with

little success.

ANDREAS and BERNARD ROMBERG were the children

of two brothers, both of whom were eminent musicians.

Anthony Romberg, the father of Andreas, was an excel-

lent performer on the bassoon, resident at Bonn; and

Henry, the father of Bernard, was music-director to the

Bishop of Munster. They brought up their children to

their own profession; and, in 1799, gave a concert at

Hamburgh, in which the whole performers were mem-
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bers of their families. Andreas and Bernard soon

distinguished themselves as performers the one on the

violin, and the other on the violoncello
5
and both by

their genius for composition. About the year 1790

they held situations in the chapel of the Elector of

Cologne, at Bonn, and afterwards obtained engagements
in the orchestra of the German theatre at Hamburgh.
After travelling over various parts of Europe, and ac-

quiring high reputation as performers on their respective

instruments, they returned to Hamburgh, where Andreas

settled
;
and Bernard afterwards obtained a situation in

the royal chapel at Berlin. Andreas died twelve or

thirteen years ago. Bernard, we believe, still resides at

Berlin.

Andreas Romberg is the author of many pieces

for the church, several operas which were favourably
received in Germany, and some cantatas, the most

remarkable of which is Schiller's Song of the Bell. Ber-

nard is also the author of several theatrical and other

vocal works. But both of them are chiefly distinguished

as instrumental composers. The symphonies of Andreas,

in particular, are masterly productions, and well known
and frequently performed in this country ;

and Bernard

has furnished the lovers of the violoncello with a great

variety of the most beautiful music that has ever been

written for that instrument. He has long enjoyed the

reputation of being (except, perhaps our own Lindley,)

the greatest violoncellist in Europe.
FREIDRICH ERNST FESCA, maestro di capella to the

Duke of Baden, was a voluminous and distinguished

composer both of vocal and instrumental music. He is

known in this country chiefly by his violin quartets,

many of which are admirable. He died in 1826.

The illustrious name of LUDWIG VAN BEETHOVEN

began to be heard in Germany a short time before the
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beginning of the present century. He was born in

1770, at Bonn, where his father was a tenor singer in

the elector's chapel. He made great progress in music

at a very early age, notwithstanding his being attacked

by a disease which affected his hearing, and at last

terminated in total deafness.

Some of his vocal and instrumental pieces were

published at Manheim when he was only thirteen years

of age. In 1792, the Elector of Cologne, whose atten-

tion had been attracted to his youthful genius, sent him

to Vienna to study composition, which he did, first, for

a short time, under Haydn, and afterwards under the

celebrated teacher, Albrechtsberger.
' His first publications were treated with great severity

by the German journalists, by whom he was accused

of harsh modulations, melodies more singular than

pleasing, and a constant straining after originality. It

is always the fate of genius, such as Beethoven's, to be

censured before it is understood. Those productions, so

roughly treated by the Aristarchs of the time, probably
contained crudities to which youthful inexperience is

liable
;
but they must have been much akin, in style and

character, to those compositions which follow them very

closely in point of date, and which form the commence-

ment of the regular series of his published works. Now
the very earliest of these, his three trios for the piano-

forte, violin, and violoncello
;

his sonatas, dedicated to

Haydn, and his first trio for a violin, tenor, and violon-

cello, are at present looked upon as correct, clear,

and smooth compositions; yet, within our remem-

brance, these pieces were considered, in England, as wild,

crabbed, and unintelligible. When his symphony in C
minor was first tried by the band of the Philharmonic

Society, an assemblage of musical ability not surpassed
in the world, they were so astounded at its odd and



'

f
334 BEETHOVEN.

abrupt outset, and so bewildered by the novelty of its

harmonies and transitions, that it was not till after

several repetitions, that its amazing grandeur and beauty

began to unfold themselves even to their enlightened

vision. When Mozart's quartets, those models of pure
and delicate harmony, were originally published, a num-
ber of copies, sent to Italy, were returned on the hands

of the publishers, as being full of errors of the engraver.

The severity, therefore, with which Beethoven's early

compositions were treated by the Allgemeine Musikalische

Zeitung, and other German journals, is by no means

surprising.

By the death of the Elector of Cologne, in 1801,

Beethoven lost a zealous patron; and this event seems

to have induced him to leave his native place and take

up his abode at Vienna, in which city he constantly

resided for the rest of his life. Being of an independent

spirit, and utterly incapable of practising the arts of a

courtier, he never succeeded in gaining the favour of the

great, or in obtaining any of the solid advantages with

which that favour is attended. He was appointed to no

situation of emolument
; and, for the greater part of his

life, had nothing but the income derived from his compo-
sitions. He strongly felt a treatment which was unwor-

thy of his genius, and frequently gave vent to his feelings

with more freedom than prudence. At length, in 1809,

he received an offer of the situation of maestro di capella

to the newly-formed court of Jerome Bonaparte, King
of Westphalia, and was about to accept of it, when the

Archduke Rudolph, and the Princes Lobkowitz and

Kinsky, ashamed of the neglect which he had met with,

and actuated by a liberality which did them honour,

settled on him an annuity of four thousand florins (four

hundred pounds sterling), by a deed drawn up in flat-

tering and delicate terms. The only condition was,
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that he should reside in Vienna, or some other part of

Austria Proper, and not travel into foreign countries

without the consent of his patrons. He was thus placed
in easy circumstances ; but, unfortunately, owing to the

death of Prince Kinsky, and the ruin of Prince Lobko-

witz, the greatest part of his pension was discontinued
;

and all that he was receiving at the time of his death,

was seven hundred and twenty florins, or seventy-two

pounds a-year.

In the meantime, while a rapid succession of great
works was filling Europe with his fame, Beethoven was

withdrawing himself more and more from intercourse

with the world, and living in a state of seclusion, enjoy-

ing only the society of a few individuals, whose admi-

ration of his genius, and personal regard, led them to

accommodate themselves to the peculiarities of his dis-

position. The aristocracy of Vienna appear at length to

have become aware of his claims to their respect. In

1824, a meeting of some patrons and amateurs of the

art took place, at which it was resolved to present an

address to him, requesting him to re-appear among them,
and permit some of his works to be performed in his

presence ;
and also to agree to an application which had

been made to him by the direction of the Royal Theatre,

respecting the opera of Melusina, on which he was under-

stood to be employed.
An address to this effect, with a number of noble and

distinguished names attached to it, was presented to him
;

and he agreed to be present at the proposed concert. A
great musical performance took place on the 7th of May,
in the principal theatre of Vienna. The theatre was

crowded to excess
;
and the appearance of the illus-

trious recluse was hailed with the utmost enthusiasm.

He took his place at the side of the principal leader, and,

with his original scores before him, indicated the times
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of the various movements. The music consisted of his

well-known symphony in C major 3 three hymns from

the grand mass which he had lately composed -

}
and his

symphony concluding with a vocal chorus from Schiller's

Ode to Joy, which had been written by him for our Phil-

harmonic Society, and was now performed for the first

time. These pieces were rapturously applauded ; and,

at the conclusion of the concert, Beethoven was loudly
called forward. He made a modest obeisance, and re-

tired amidst the acclamations of the audience. The

strong interest excited by this concert, induced the

director of the theatre to make an offer to the composer
of a certain consideration, if he would assist at another

performance of the same music, which accordingly took

place soon afterwards. These were his last appearances
in public.

In December, 1826, in consequence of travelling from

the country to Vienna, in very inclement weather, Beet-

hoven caught a cold, which was followed by an inflam-

mation of the lungs. This attack produced such a

degree of debility, that symptoms of dropsy appeared ;

and he laboured under this disease till the 26th of

March, 1827, when he expired, after dreadful sufferings.

Some time before his death, he had reminded the Phil-

harmonic Society of London of a promise they had made

him, of giving a concert for his benefit. The Society in-

stantly sent him, through Mr. Moscheles, a present of a

hundred pounds ; an act of generosity which he acknow-

ledged, in a letter to that gentleman, in terms of the

utmost gratitude. He requested, at the same time, that

the society would deduct that amount from the profits

of the concert they intended to give ; and expressed his

hope of being able to evince his sense of their kindness

by composing a new work for their use. His sufferings

from his disease appear to have been aggravated by the
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dread of impending destitution, which made him deny
himself the ordinary comforts of life. The arrival of the

Philharmonic Society's remittance, which he received

only ten days before his death, greatly revived his

spirits. He said cheerfully to his friends about him,
" Now we may again occasionally treat ourselves to a

merry day;" and desired to have his favourite dish of

fish (the only article of food that he was fond of), even

were it only that he might taste of it. Such being,

apparently, his own impression, and such being that of

his friends with regard to his poverty, much surprise

was excited by the discovery that he had died possessed

of money (including the present from the Philharmonic

Society,) to the amount of about twelve hundred pounds

sterling. Considerable indignation was expressed in

Vienna, that Beethoven, in such circumstances, should

have applied to a foreign country for assistance, of which,

it appeared, he did not stand in need
;
and it was said,

that had he required such aid, the slightest hint of his

necessities would at once have procured it from his

numerous friends and admirers at home. It is not

wonderful, however, that he should have felt less repug-
nance to ask assistance from a country in which his

genius had been long and justly appreciated, and through
the medium of a musical body who had, probably more

than any other in Europe, contributed to exalt his repu-
tation by their splendid performance of his works, than

from the public of Vienna, whose attention and patron-

age, withheld from him, had been lavished upon artists

immeasurably his inferiors in everything but skill in the

arts of courting popular favour. At the time of his

death, beside the sum above mentioned, which he had

saved, he enjoyed the remnant of the pension settled on
him by the Archduke Rudolph, Prince Lobkowitz, and

I
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Count Kinsky. He had thus wherewithal to live, accord-

ing to his abstemious and retired habits
;
and when we

consider his high and independent spirit, we can only

ascribe the dread of want which appears to have imbit-

tered his latter days, and his application to the Phil-

harmonic Society, to the influence of disease in breaking
down his once powerful mind.

Beethoven's personal character and manners have

been represented in very different lights in the various

accounts which have been given of him. In Russell's

Tour in Germany, published in 1824, an able and inte-

resting work, which has met with much attention from

the public, we find the following description, which, at

all events, is lively and graphic.
"
Though not an old man, Beethoven is lost to society,

in consequence of his extreme deafness. The neglect of

his person which he exhibits, gives him a somewhat wild

appearance. His features are strong and prominent ;

his face is full of rude energy; his hair, which neither

comb nor scissors seem to have visited for years, over-

shadows his broad brow in a quantity and confusion to

which only the snakes round a Gorgon's head offer a

parallel. His general behaviour does not ill accord with

the unpromising exterior. Except when he is among
his chosen friends, kindliness or affability are not his

characteristics. The total loss of hearing has deprived

him of all the pleasure which society can give, and perhaps
soured his temper. He used to frequent a particular

cellar, where he spent the evening in a corner, beyond
the reach of all the chattering and disputation of a pub-
lic room, drinking wine and beer, eating cheese and red

herrings, and studying the newspapers. One evening, a

person took a seat near him, whose countenance did not

please him. He looked hard at the stranger, and spat on

the floor, as if he had seen a toad
;
then glanced at the
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newspaper, then again at the intruder, and spat again ;

his hair bristling gradually into more shaggy ferocity,

till he closed the alternation of spitting and staring, by
fairly exclaiming,

' What a scoundrelly phiz !' and rush-

ing out of the room. Even among his oldest friends, he

must be humoured like a wayward child. He has

always a small paper-book with him, and what conver-

sation takes place, is carried on in writing. In this, too,

although it is not lined, he instantly jots down any
musical idea which strikes him. These notes would be

utterly unintelligible even to another musician, for they
have thus no comparative value

;
he alone has in his

own mind the thread by which he brings out of this

labyrinth of dots and circles the richest and most

astounding harmonies. The moment he is seated at the

piano, he is evidently unconscious that there is any-

thing in existence but himself and his instrument
; and,

considering how very deaf he is, it seems impossible that

he should hear all he plays. Accordingly, when play-

ing very piano, he often does not bring out a single note.

He hears it himself in the "mind's ear." While his eye,

and the almost imperceptible motion of his fingers, show
that he is following out the strain through all its dying

gradations, the instrument is actually as dumb as the

musician is deaf.
"

I have heard him play ;
but to bring him so far

required some management; so great is his horror at

being anything like exhibited. Had he been plainly

asked to do the company that favour, he would have

flatly refused
;

he had to be cheated into it. Every

person left the room, except Beethoven and the master

of the house, one of his most intimate acquaintances.
These two carried on a conversation in the paper-book
about bank stock. The gentleman, as if by chance,

struck the keys of the piano beside which they were

z2
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sitting, gradually began to run over one of Beethoven's

own compositions, made a thousand errors, and speedily

blundered a passage so thoroughly, that the composer
condescended to stretch out his hand and put him right.

It was enough; the hand was on the piano: his com-

panion immediately left him on some pretext, and joined

the rest of the company, who, in the next room, were

patiently waiting the issue of this tiresome conjuration.

Beethoven, left alone, seated himself at the piano. At

first he only struck now and then a few hurried and

interrupted notes, as if afraid of being detected in a

crime
;
but gradually he forgot everything else, and ran

on during half-an-hour in a fantasy, in a style extremely

varied, and marked by the most abrupt transitions.

The amateurs were enraptured ;
to the uninitiated it was

more interesting to observe how the music of the man's

soul passed over his countenance. He seems to feel the

bold, the commanding, and the impetuous, more than

what is soothing or gentle. The muscles of the face

swell, and its veins start out
;
the wild eye rolls doubly

wild; the mouth quivers; and Beethoven looks like a

wizard overpowered by the demons whom he himself

has called up."

Of the fidelity of this description, in so far as it is

derived from Mr. Russell's own observation, the cha-

racter of the writer leaves no room for doubt. But, in

speaking from hearsay, he was probably repeating the

idle gossip of Vienna, respecting a great man who was

talked of by everybody, but was personally known to

very few. Beethoven was extremely reserved in the

company of strangers ; abrupt and blunt in his address
;

and accustomed to express his feelings and opinions

with a freedom not very consistent with the established

usages of society. His manners and habits were those

of a recluse, excluded by a heavy calamity from cheerful
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and social intercourse with the world, and wounded by
unmerited neglect. A key to many of his peculiarities

is to be found in an interesting document which was

discovered among his papers after his death, a will,

made by him during a dangerous illness in the year

1802, and addressed to his brother Carl, and his nephew

Ludwig Beethoven. His brother died some years before

him
j
and his nephew, whom he supported and treated

with parental tenderness, was unworthy of his love, and

caused him nothing but care and grief. An extract

from this affecting paper will enable the reader to form

an estimate of Beethoven's real character, and to

imagine what he would have been in happier circum-

stances.*
" My mind was formed from my very cradle for the

gentler feelings of our nature, while it seemed destined

to accomplish something great. To this I always found

myself irresistibly impelled. But in my sixth year I

was unhappily attacked by a disease, which was rendered

still more afflicting by the blunders of the medical men
in whose hands I was placed. After dragging on year
after year in the hope of recovery, I was at last doomed
to the unhappy prospect of an irremediable evil

;
no

cure, at least, even if it were possible, was to be expected
till after a long series of years. Though born with an

ardent and lively disposition, and a mind susceptible of

the pleasures of society, I was obliged to withdraw early

from a participation in them, and lead a solitary life.

Sometimes, indeed, I made an effort to overcome every
obstacle thrown in the way of social enjoyment by the

defect in my organ of hearing ; but, oh, how painful was

* This document is printed in the Harmonicon, for January,

1828, translated from the original, in the possession of M. Sohlc-

singer, the eminent music-seller in Paris.
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it to find myself incapacitated, repelled, by my weakness,
which at these moments was doubly felt. How was
it possible for me to be continually saying,

'

Speak
louder raise your voice I am deaf!' Alas, how
could I submit to the continual necessity of exposing
the failure of one of my faculties, which, but for mis-

management, I might have shared in common with the

rest of my fellow-creatures
;
a faculty too, which I once

possessed in a greater degree than most persons of my
own profession. When I would willingly have mixed

among you, my misfortune was felt with double keen-

ness, from the conviction it brought with it, that I must

forego the delights of social intercourse, the sweets of

conversation, the mutual overflowings of the heart.

From all this I was debarred, except as far as absolute

necessity demanded. When I ventured to appear in

society, I seemed to myself a kind of excommunicated

being. If circumstances compelled me to appear in the

presence of strangers, an indescribable agitation seized

me, I was tortured by the fear of being rendered con-

spicuous only by my infirmity.
" In this state I remained a full half year, when a

blundering doctor persuaded me that the best thing I

could do to recover my hearing, was to go into the

country. Here, incited by my natural disposition, I was

induced to join in the society of my neighbours. But

how bitter was the mortification I suffered, when some

one near me would stand listening to the tones of a flute,

which I could not hear; or to the shepherd's song,

sounding from the valley, not one note of which I could

distinguish ! Such occurrences had the effect of driving

me almost to despair; nay, even raised in my mind

gloomy thoughts of seeking relief in self-destruction.

It was nothing but my art that restrained me
;

it ap-

peared impossible for me to quit the world till I had
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accomplished the objects I felt myself, as it were, destined

to fulfil. Thus did I continue to drag on a miserable

existence
; truly miserable, inasmuch as, with so sensitive

a constitution of body, any sudden change was capable of

hurrying me into the most violent extremes. Yes,

Patience, I must take thee for my guide ;
I hope to

follow thy dictates, and persevere to the end, till it shall

please the inexorable Fates to cut the thread of my ex-

istence. Yes, be it for better or for worse, I am pre-

pared to meet the issue. For one in his twenty-eighth

year
* to become a philosopher, is no easy task

;
and

still more difficult is it for an artist than for any other

man. ******
"

I hereby declare you the joint heirs of the little

property, if so it can be called, which I have been able

to lay up. Share it equally and justly ; live in harmony

together, and assist each other. Whatever you may
have done against me, be assured that it has long since

been forgiven. I thank you, in particular, my dear

brother Carl, for the affectionate attentions I have re-

ceived from you of late. It is my sincere hope and

wish that you may lead a life more free from cares and

sorrows than mine has been. Teach your children to

love Virtue
;
she alone, and not perishable gold, can

make them truly happy. I speak it feelingly, and from

experience ;
it was her hand that upheld me in the midst

of the ills of life. To her influence, next to that of my
art, do I owe the blessing of not having terminated

my existence by suicide. Live morally, and love one

another."

Beethoven's character, as described by those who had

* There seems to be a mistake here, probably in the transcrip-

tion ; for Beethoven's biographers give 1770 as the date of his

birth.
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means of knowing it, was what might be expected from

these sentiments, so strikingly expressed by himself.

Persons who had any claims on his attentions never

failed to receive them. We ourselves know more than

one individual, who, though not musical, nor possessed

of any attainments calculated to render their society

peculiarly agreeable to him, but merely in consequence
of introductions from persons in England whom he

knew, were received by him with great courtesy, and

treated with anxious and persevering kindness. A pleas-

ing sketch of him, in this point of view, is contained in

a letter from an English lady, who gives an account of a

visit she paid him in October, 1825*. She was intro-

duced to him as the daughter of a person whom he

respected, and went to visit him at the village of Baden,
near Vienna, where he generally resided during a part

of the year.
" The people," she says,

" seemed surprised at our

taking so much trouble
j for, unaccountable as it may

seem to those who have any knowledge of or taste in

music, his reign in Vienna is over, except in the hearts

of a chosen few
;
and I was even taught to expect a

rough, unceremonious reception. When we arrived, he

had just returned home, through a shower of rain, and

was changing his coat. I almost began to be alarmed,

after all that I had heard of his brusquerie, lest he should

not receive us very cordially, when he came forth from

his sanctum, with a hurried step, and apparently very
nervous

;
but he addressed us in so gentle, so courteous,

so sweet a manner, and with such a truth in his sweet-

ness, that I only know Mr. * * * with whom he can be

compared. He is very short, extremely thin, and suffi-

ciently attentive to personal appearance. He observed

*
Harmonicon, Dec. 1825.
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that * * * was very fond of Handel ;
that he himself

also loved him
;
and proceeded for some time in eulogizing

that great composer. I conversed with him in writing,

for I found it impossible to render myself audible
;
and

though this was a very clumsy mode of communicating,

it did not much signify, as he talked on freely and

willingly, and did not wait for questions, or seem to

expect long replies. I ventured to express my admiration

of his compositions, and, among others, praised his

Adelaide, in terms by no means too strong for my sense

of its beauties. He very modestly remarked that the

poetry was beautiful.

" When we were about to retire, he desired us to stop ;

" Je veux vous donner un souvenir de moi." He then

went to a table in an adjoining room, and wrote two

lines of music, a little fugue for the piano-forte, and

presented it to me in the most amiable manner. He
afterwards desired that I would spell my name to him,

that he might inscribe his impromptu to me correctly.

He now took my arm, and led me into the room where

he had written, that I might see the whole of his apart-

ments, which were quite that of an author, but perfectly

clean
; and, though indicating nothing like superfluity

of wealth, did not show any want of either useful fur-

niture or neatness in arrangement. It must be recol-

lected, however, that this is his country residence, and

that the Viennese are not so costly or particular in their

domestic details as we English. I led him back very

gently to a room on the other side, in which was placed
his grand piano-forte, presented to him by Messrs. Broad-

wood
;
but he looked, I thought, melancholy at the sight

of it, and said that it was very much out of order, for

the country tuner was exceedingly bad. He struck some
notes to convince me

; nevertheless, I placed on the desk

the page of manuscript music which he had just given
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me, and he played it through quite simply, but prefaced

it by three or four chords, such handfuls of notes !-

that would have gone to Mr. * * * 's heart. He then

stopped ;
and I would not on any account ask for more,

as I found that he played without any satisfaction to

himself. We took leave of each other in a tone of what

in France would be called confirmed friendship ;
and he

said, quite voluntarily, that, if he came to England, he

would certainly pay us a visit."

Beethoven's literary attainments were respectable.

He was well acquainted with the literature of his own

country, and read, in the original language, the Italian

poets. He also understood English, and had a knowledge
of our best authors. During the illness which terminated

in his death, he amused himself, in his intervals of ease,

by reading the ancient Greek writers, and the novels of

Walter Scott. In the society of his friends, when he

was able to shake off his habitual reserve, his conver-

sation was animated, full of interesting anecdotes, and

acute observations. He was incapable of the slightest

duplicity or meanness, and was esteemed by all who

knew him for his high principles, and the undeviating

rectitude of his conduct.

As a musician, Beethoven must be classed along with

Handel, Haydn, and Mozart. He alone is to be com-

pared to them in the magnitude of his works, and their

influence on the state of the art. Though he has written

little in the department to which Handel devoted all the

energies of his mind, yet his spirit, more than that of

any other composer, is akin to that of Handel. In his

music there is the same gigantic grandeur of conception,

the same breadth and simplicity of design, and the same

absence of minute finishing and petty details. In

Beethoven's harmonies, the masses of sound are equally

large, ponderous, and imposing as those of Handel, while
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they have a deep and gloomy character peculiar to him-

self. As they swell in our ears, and grow darker and

darker, they are like the lowering storm-cloud, on which

we gaze till we are startled by the flash, and appalled by
the thunder which bursts from its bosom. Such effects

he has especially produced in his wonderful symphonies ;

they belong to the tone of his mind, and are without a

parallel in the whole range of music. Even where he

does not wield the strength of a great orchestra, in his

instrumental concerted pieces, his quartets, his trios, and

his sonatas for the piano-forte, there is the same broad

and massive harmony, and the same wild, unexpected,

and startling effects. Mingled with these, in his or-

chestral as well as his chamber music, there are strains

of melody inexpressibly impassioned and ravishing ;

strains which do not merely please, but dissolve in

pleasure j
which do not merely move, but overpower with

emotion. Of these divine melodies, a remarkable fea-

ture is their extreme simplicity : a few notes, as artless

as those of a national air, are sufficient to awake the

most exquisite feelings.

The music of Beethoven is stamped with the pecu-
liarities of the man. When slow and tranquil in its

movement, it has not the placid composure of Haydn,
or the sustained tenderness of Mozart

;
but it is grave,

and full of deep and melancholy thought. When
rapid, it is not brisk or lively, but agitated and change-

ful, full of " sweet and bitter fancies," of storm and

sunshine, of bursts of passion sinking into the subdued

accents of grief, or relieved by transient gleams of hope
or joy. There are movements, indeed, to which he gives

the designation of scherzoso, or playful ;
but this play-

fulness is as unlike as possible to the constitutional

jocularity to which Haydn loved to give vent in the

finales of his symphonies and quartets. If, in a move-
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ment of this kind, Beethoven sets out in a tone of

gaiety, his mood changes involuntarily, the smile

fades away, as it were, from his features, and he falls

into a train of sombre ideas, from which he ever and

anon recovers himself, as if with an effort, and from a

recollection of the nature of his subject. The rapid

scherzos, which he has substituted for the older form of

the minuet, are wild, impetuous, and fantastic
; they

have often the air of that violent and fitful vivacity to

which gloomy natures are liable
;

their mirth may be

compared to that of the bacchanalian effusion of the

doomed Caspar. They contain, however, many of Beet-

hoven's most original and beautiful conceptions ;
and

are strikingly illustrative of the character of his mind.

The works composed by Beethoven in the latter years

of his life are not so generally known or relished as his

earlier productions. These earlier compositions are clear

in design, and so broad and simple in their effects, that,

when they receive justice from the performers, they at

once strike every one who is susceptible of the influence

of music. In his more recent works, his meaning is ob-

scure, and in many instances, incomprehensible. He has

cast away all established models, and not only thrown

his movements into new and unprecedented forms,

but has introduced the same degree of novelty into all

their details. The phrases of his melody are new
;

his

harmonies are new
;
his disposition of parts is new; and

his sudden changes of time, of measure, and of key, are

frequently not explicable on any received principles of

the art.

The imagination is defined by metaphysicians as the

faculty which enables us to create new forms, by throw-

ing the parts of existing objects into new combinations*;

* " The province of conception is to present us with an exact

transcript of what we have formerly felt and perceived ; that of
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but, in order that the new creation may be comprehen-

sible, all its parts must be previously familiar to the

mind. The wildest imagination, in forming the

Gorgons, and hydras, and chimeras dire,

of the poets, can only compose them of parts, all of

which exist in nature, but which nature has never placed
in such fearful collocation. Originality in the arts con-

sists in the novelty of the combinations into which the

artist throws known materials. The architect, for

example, creates an edifice entirely new in its general

aspect, by a new disposition of those objects which are

held to be constituent parts of all buildings of its class.

Whatever may be its magnitude or complexity, its por-

ticoes, its pediments, its pillars, its pilasters, must all be

modelled according to forms and proportions which are

prescribed by the rules of the art. If each of these parts

is properly introduced with a view to its particular func-

tion, and also with a view to the site and purpose of the

building, the architecture will be pure and beautiful : if

the parts are so combined as to produce a general aspect

different from that of any existing edifice, the architec-

ture will be original. If the architect, in the wantonness

imagination, to make a selection of qualities and of circumstances

from a variety of different objects, and, by combining and dis-

posing these, to form anew creation of its own." "An uncommon

degree of imagination constitutes poetical genius ; a talent, which,

although chiefly displayed in poetical composition, is also the

foundation (though not precisely in the same manner) of various

other arts."
" A cultivated taste, combined with a creative ima-

gination, constitutes genius in the fine arts. Without taste,

imagination could produce only a random analysis and combination

of our conceptions ; and without imagination, taste would be desti-

tute of the faculty of invention." DUGALD STEWART.
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of imagination, throw together the elementary parts of

the architecture of different orders, different ages, and

different countries, if he blend the Grecian portico, the

Gothic arch, the cupola, and the minaret, he will produce
an architectural

"
chimera," which, however monstrous,

may possess a certain wild and fantastic beauty, like the

fictions of the poets, or arabesques of the painters. But

endeavour to imagine a building, which shall be new in

all its parts as well as its entire form, a building not

composed of the parts belonging to any order of archi-

tecture
; and, if it is possible to imagine such a thing, it

will be a mere mass of deformity. There are many
styles in music

j
but every composition, whatever may

be its style, in order to be beautiful or expressive, must

consist of those elementary phrases of melody, or har-

monic combinations, the beauty or expression of which

the listener has already felt
;
and the originality of the

work will depend on the novelty of the forms into which

these elements are thrown.

Nature herself has dictated the simple forms of

melody ;
and that which constitutes

" the concord of

sweet sounds," is fixed by immutable laws. Caprice,

and the love of change, may lead to arbitrary deviations

from these principles, but such deviations are always

temporary, and end in a return to the natural standards

of taste. It was by listening to the beautiful, but

hitherto neglected popular airs, which had been sung for

ages among the hills and valleys of their country, that

the Italian musicians of the sixteenth century formed

that school of melody
" which enchants the world

"
and

it is by digging deeper into the rich mine of national

song, that the most modern composers have discovered

inexhaustible stores of the materials of melody. Beet-

hoven's most beautiful works draw much of the origi-

nality of their character from the traits of national
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song with which they abound*. But when he has

attempted, in his latest productions, to attain originality

by an entire novelty in his musical phrases themselves,

he has failed in his object of giving delight, because he

has presented objects, the forms of which do not pre-

exist in the mind of the listener, associated with the

ideas of beauty or expression. A piece of music, en-

tirely constructed in this manner, would be analogous to

a building destitute of the elementary forms of architec-

ture. The one would be a fit residence for the king of a

tribe of African savages j
the other would be a suitable

entertainment for his ears. But none of Beethoven's

works are entirely constructed in this way. Even in.

those which appear the most extravagant and incompre-

hensible, in which we can neither discover a regular

form, nor an intelligible design, and which contain

phrases and passages which convey no ideas either of

melody or harmony, we are ever and anon enchanted

with both melody and harmony of the purest, simplest,

* " Those singular phrases or progressions of melody which are

particularly characteristic of national music, and were once sup-

posed to be incapable of any alliance with regular harmony, are

now becoming common in the most scientific works of the greatest

composers. The music of Beethoven and Weber is full of them ;

and it may be mentioned as a curious instance, tliat the subject
of the allegro movement of the second quartet by the former,
dedicated to Count Rasoumoffsky, is almost the same as a very
wild Javanese air, which our musical readers, who may be de-

sirous to trace the coincidence, will find in Crawford's History

of the Indian Archipelago. Numberless passages of a similar

kind may be pointed out, accompanied with full harmony, and

made subject to the strictest laws of counterpoint." Harmonicon,

January, 1828. We have traced the coincidence between Beet-

hoven's passage and the Indian air; and (without speaking of

other instances) we may refer to the Turkish air wliich forms

the subject of one of the chorusses in Oberon.
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and most exquisite kind
;
and we regret that so much

beauty should be mingled with what we cannot help

feeling to be actual deformity.

But it will be said, music of an original character is

never appreciated at first. The works of Haydn and

Mozart, and the earlier compositions of Beethoven him-

self, which are now in general favour, were, in their

novelty, looked upon as strange and extravagant. This,

however, arose from these works being more complex
in their forms, and demanding more skilful execution

than their precursors. The bounds of melody were

enlarged by the development of the powers of instru-

ments
;
and the growing skill of performers enabled

them not only to execute passages that formerly would

have been deemed impossible, but to untwist the most

complicated chains of harmony. For such performers
as these, the works we speak of were composed, and

by such they were comprehended and relished from the

first. But, in the hands of ordinary performers, a con-

certed vocal piece, a quartet, or a symphony of one of

those composers was a mere mass of confusion
j and, as

they themselves could neither perform it nor understand

it, it was, of course, equally incomprehensible to their

audience. Wherever, however, these pieces were really

performed, they were instantly understood *. Innume-

* The introduction of Mozart's music into Italy, is an illus-

tration of this. About the year 1807, his opera of the Seraglio

was attempted at Milan ; but neither singers nor players could

perform it either in time or tune. The concerted pieces and

finales were a mass of confusion and discord ; though two or

three airs were intelligibly performed, and gave pleasure. The

effect of the whole, however, was shocking ; and Mozart's music

was hooted. Some time afterwards, a noble amateur, who was

told by his correspondents at Vienna, that Mozart really was a

great musician, determined to give his music a trial. He got
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rable amateurs are now able to execute them with more

correctness and effect than the ordinary professional

artists of the period when they appeared : and they give

delight to every one whose musical taste has received

the most moderate cultivation
;
because their elementary

phrases, though drawn from a greater variety of sources,

and more varied in their combinations than before,

already have their types in the mind of the hearer, and

thus instantly excite the feeling of beauty. The extreme

simplicity and naturalness of Beethoven's melody, we

have already had occasion to point out as a peculiar

feature of his most admired works
;
and hence it arises,

that there is no music, belonging to the highest depart-

ment of the art in its modern siate, more easily com-

prehended, and more powerfully felt by a promiscuous

assembly. There is thus no analogy between the case of

the compositions in question, and the latest works of

Beethoven. The truth appears to be, that, in consequence
of his total exclusion from the audible world during
his latter years, not only must his mind have been de-

together a few of the best instrumentalists he could find, and half-

a-dozen singers, and engaged them to study in his palace, and
in strict privacy, the finale to the first act of Don Giovanni. After

some months' hard practice, they were able to go through it cor-

rectly ; and the prince, who had taste, was charmed witli it. He
then began to talk in society about Mozart's genius ; and, as his

extraordinary notions met with the opposition he wanted, he got
some of his adversaries into a wager, by engaging to have a piece
of Mozart's performed, which certain umpires should admit to be

excellent. The prince's wager was, of course, laughed at by
everybody; but when the day of decision same, he invited a

large party to his country-house, produced his performers, and

had the piece executed. The wager was decided in his favour

by acclamation ; and it was owing, in no small degree, to the sen-

sation created by this occurrence, that Mozart's operas began to

be successfully represented and understood iu Italy.

2A
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prived of that constant supply of new ideas, derived

from the hearing of actual sounds, which is the daily

food of the imagination, but the ideas accumulated

during his earlier years must have gradually faded

away from his memory.
If, then, the view which we have taken of the later

works of Beethoven is correct, it seems less probable
that they will gradually gain popularity, than that they
will fall into oblivion

; leaving, however, enough behind

them to secure the undying fame of their author.

It is in his symphonies that the powers of Beethoven's

genius are most fully displayed. The symphony in C
minor stands alone and unrivalled; and the Sinfonia

Pastorale is probably the finest piece of descriptive music

in existence. Every movement of this charming work

is a scene, and every scene is full of the most beautiful

images of rural nature and rural life. We feel the

freshness of a summer morning. We hear the rustling

of the breeze, the waving of the woods, the cheerful

notes of birds, and cries of animals. We stray along

the margin of a meandering brook, and listen to the

murmuring of its waters. We join a group of villagers,

keeping holiday with joyous songs and dances. The

sky grows dark, the thunder growls, and a storm bursts

on the alarmed rustics, whose cries of dismay are heard

amidst the strife of the elements. The clouds pass

away; the muttering of the thunder is more and more

distant ;
all becomes quiet and placid ;

and the stillness

is broken by the pastoral song of gratitude. Nothing
can be more beautiful or more true to nature than every

part of this representation. It requires no key, no

explanation, but places every image before the mind

with a distinctness which neither poetry nor painting

could surpass, and with a beauty which neither of them

could equal.
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In his chamber compositions, his quintets, quartets,

and trios, for bowed instruments, and especially in his

splendid series of works for the piano-forte, Beethoven

has left to the amateurs of music an inexhaustible fund

of delight. He has shown that this instrument has

powers which it was not formerly imagined to possess,

and has made it the means of producing effects which

neither those who have preceded, nor those who have

followed him, have been able to reach.

Beethoven's greatest vocal composition is the musical

drama, or oratorio, The Mount of Olives. Some parts of

this work are more in the theatrical than the eccle-

siastical style, and some of the scenes would require

dramatic action to give them their full effect. But it bears

the impress of his mighty genius. The gloomy sounds

of the opening symphony, sinking into a silence broken

only by the slow and measured strokes of the drum, are

sufficient to banish every wandering thought, to fill the

most indifferent auditor with awe, and to prepare his

mind for the strain, so full of woe, which expresses the

passion of the Redeemer. In the original form of the

piece, the Divine Person himself is supposed to speak
this language of intense suffering; but this, though not

inconsistent with continental notions, is very properly
viewed in a different light in England. This passage,

therefore, is delivered in the third person, so as to be a

description, by another, of the agony it is meant to

express; and the design of the author is necessarily

sacrificed to a right sense of religious decorum. Con-
sidered as a drama, containing scenes of intense interest,

and full of the deepest feeling, The Mount of Olives

leaves nothing to be desired; but, when heard in a

church, it wants the sustained gravity and solemnity of the

ecclesiastical style. Almost the only parts of it, indeed,

which really belong to that style, are the instrumental

2 A2
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symphony at the commencement, and the concluding

chorus,
"
Hallelujah to the Father," which is full of

sublime simplicity.

Beethoven composed two masses. The first is well

known, and justly considered a most sublime composi-
tion. The second, which was published after his death,

has hardly ever, we believe, been attempted ; nor, indeed,

has any one been able to comprehend its meaning.
Beethoven produced only one opera, Fidelia; the other,

Melusina, on which he appears to have been for some

time employed, never having seen the light. Fidelia

is well known in this country, from the manner in

which it was performed in the original language, by the

excellent German company who attracted so much
attention in London during the seasons of 1832 and

1833, and, more recently, from the exquisite singing

and acting of Madame Malibran, when the opera was

brought out at Drury-lane theatre, in an English dress.

In one respect, it surpasses any opera that we are

acquainted with, its deep dramatic interest, and its

effect on the feelings. The character of Leonora, the

tender, faithful, heroic wife, is even more than beautiful

it is sublime; and, at the conclusion, the tears and

exclamations of the audience never fail to mark their

sympathy with the rapturous joy of the re-united pair,

as well as the delight they receive from the enchanting

accents in which this joy is expressed. As a musical

whole, Fidelia is not equal to the still unrivalled Don

Giovanni; though, in many of its parts, it does not yield,

either in the beauty and expression of the melodies, the

richness and ingenuity of the choral and concerted

pieces, or the power of the orchestral effects, even to that

immortal production.

Beethoven died in his fifty-seventh year, at an age

when the physical strength is generally little impaired,
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and the mental faculties are in their full maturity and

vigour j and, during a considerable part of this com-

paratively short life, he suffered under the total depriva-

tion of that sense which, above all others, is necessary
to the musician. When this is remembered, and

contrasted with the immense magnitude of what he has

achieved in his art, Beethoven cannot be looked upon as

inferior in genius to any musician who has ever lived

not even to Handel himself.
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CHAPTER XVIII.

MUSIC IN GERMANY IN THE PRESENT CENTURY,
CONTINUED. WEBER.

CARL MARIA VON WEBER was born in 1786, at Eutin,

a small town in Holstein. His father, who was a

violinist of some note, gave him a liberal education,

and enabled him to cultivate his talents for music and

painting, between which his inclinations seem, in his

early years, to have been divided. His ardour in the

study of painting, however, abated as his mind became

more and more engrossed by his love of music. After

he had acquired great skill as a piano-forte player, his

father placed him under the care of Michael Haydn,
brother of the illustrious Joseph Haydn, and himself a

celebrated composer in the ecclesiastical style. Under

him, Weber laboured earnestly 5 but, according to his

own account, without much success. The master was

then far advanced in years, and of an austere disposi-

tion.
" There was too awful a distance," Weber himself

says,
" between the old man and the child."

At this time, in 1798, his first work was published,'

consisting of six Fughetti, or short fugues, which were

favourably noticed by the Leipsic Musical Gazette. In

the same year he went to Munich, where he received in-

structions from M. Kalcher, the organist of the Royal

Chapel, to whom he ascribes his knowledge of the laws

of counterpoint, and their ready application to practice.

Under the eye of this master he composed an opera, a

grand mass, and many instrumental pieces ;
all which

were afterwards committed to the flames. The art of

lithography, recently invented, now attracted his atten-



WEBER. 359

tionj and his attempts to improve upon the invention

for a time entirely occupied his mind. But his ardour

in this pursuit soon subsided, and he returned to his

musical labours.

At the age of fourteen he composed the opera Das

Waldmildchen, (the Wood Girl,) which was performed
for the first time in November, 1800, and received with

applause at Vienna, Prague, and Petersburg. The whole

of the second act was composed in ten days,
" one of

the unfortunate consequences," he himself says, and the

remark is worthy of being attended to,
" of those mar-

vellous anecdotes of celebrated men which act so

strongly on the youthful mind, and incite to emulation."

After this he was induced, by reading an article in a

musical journal, to think of composing in an ancient

style, and of reviving the use of forgotten instruments.

According to this plan, he composed an opera called Peter

Schmoll und seine Nachbarn (Peter Schmoll and his neigh-

bours), which had little succes, but received the warm

approbation of his old master, Michael Haydn.
Soon afterwards he visited Vienna, and mingled in

the musical society of that city. He became ac-

quainted with the Abbe Vogler, a learned and profound

musician, who generously undertook to give him the

benefit of his own knowledge and experience. Aided by
the advice and assistance of Vogler, Weber, for two years,

devoted himself to a severe study of the works of the great

masters; and, during this period, published only one or

two trifles. After having finished this course of educa-

tion, he received the situation of maestro di capella at

Breslau. During his residence there he composed an

opera called Rubezahl, or Number-Nip, the celebrated

spirit, or fiend, of the Hartz mountains.

In 1806 he entered into the employment of the Duke

Eugene, of Wiirtemburg. Here he composed several
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symphonies and other pieces of instrumental music.

He also remodelled his opera of The Wood Girl, and re-

produced it under the title of Sylvana. In 1810 he

composed the opera of Abu Hassan, at Darmstadt. This

piece, which is founded on a well known and amusing

story in the "Arabian Nights," had considerable success.

The tale is well dramatized, and the music light and

comic. It was brought out in London some years ago,

and. frequently performed.

In 1813 he was employed to re-organize and direct

the opera at Prague, and relinquished the management
in 1816, after having accomplished the object for which

he undertook it. He then received an invitation to

Dresden, for the purpose of establishing a German

opera in that city. He had previously declined many
handsome offers from various quarters ;

but this invita-

tion he accepted with alacrity, as it promised to gratify

the wish he had long entertained, of placing on a proper

footing the national opera of his own country. He con-

tinued to hold this situation till his death.

At Dresden he composed his far-famed Freischiitz.

He did not, however, bring it out there, but, by permis-
sion of his sovereign, at Berlin, where it was first per-

formed in the beginning of 1822. It was received with

an enthusiasm which rapidly spread over Germany, and

at once raised its author's name to the summit of popu-

larity. His well-regulated mind bore with calmness this

sudden celebrity.
"
I am delighted, he says, in a letter

to a friend,
"
that my Freischiitz has given you pleasure.

I need the approbation of men of merit to stimulate me
to activity. Carried to my present height by the storm

of applause, I am ever in fear of a fall. How much
better it is to pursue one's way in peace and quiet!"

Nothing but Der Freischiitz was performed in any theatre

in Germany, and nothing but the airs from it were heard
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even in the streets of the smallest villages. In July,

1824, an English version of it was produced in London,
at the English Opera-house, and fully gratified the

highly-raised expectations of the public. On the opening
of the great winter theatres, it was brought out at both

of them. Each theatre had a different version of it,

and in each version it was injured by wanton changes,

mutilations, and interpolations, according to the pre-

vailing usage in English adaptations of foreign operas.

The great features of the piece, however, remained : it

was got up with much splendour and magnificence j

and, generally speaking, was well performed. It was

received with an enthusiasm hardly inferior to that

which it had excited in Germany ;
it made the round of

all the provincial theatres
; and, wherever it appeared,

was played night after night to overflowing houses.

In the winter of 1822, Weber produced the musical

drama of Preciosa, founded on a tale of Cervantes. This

piece was very successful, not only at Dresden, where it

was originally produced, but all over Germany. The

attempts, however, to adapt it to the French and English

stage, failed, notwithstanding the beauty and romantic

character of the music.

In November, 1823, the opera of Euryanthe was pro-
duced at Vienna, and received as warmly as the Frei-

schiitz had been. The applause was enthusiastic, and

the composer was four times called upon the stage

during the first performance. Its progress in general

favour, however, was less rapid than that of the Freischiitz.

It was rather coldly received at Berlin
;
and the musical

wits of that place punned upon its title, and called it

" L1

Ennuyunte !" People were disappointed, not because

they did not meet with the same excellence as in the

Freischiitz, but because it was not the same kind of excel-

lence.
" The effect produced by my Euryanthe," Weber
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says, in one of his letters, "is precisely what I anti-

cipated. My indiscreet friends have, in this instance,

lent their hand to my enemies, by requiring that

Euryanthe should seduce as many as the Freischutz had

done : both the one and the other are equally foolish in

doing so." Euryanthe, however, was calculated to gain
a lasting success, if a slow one. Its story, though it

wants the attractions of diablerie, is interesting, and

resembles that of Shakspeare's Cymbeline; and the musi

though not capable of immediately striking the popu
lar ear, makes a profound impression when the per-

formers have surmounted the great difficulties of its

execution *.

In 1824 Weber undertook to compose an opera for

Covent-garden theatre; and the drama of Oberon was

written for him by Mr. Planche". He was employed

upon it during the year 1825. He studied the Eng-
lish language, in order that he might make himself

thoroughly master of the poem; and bestowed upon
the work a degree of care, labour, and thought, that

should serve as a lesson to every musical composer. In

February, 1826, he arrived in London for the purpose
of superintending the preparation and bringing out

of this opera. His expected visit had excited great

interest, and the attentions he received were in the

highest degree gratifying to his feelings. On his arrival,

in place of being required, as an alien, to present him-

self at the passport-office, he was waited upon and

requested to give himself no trouble, as that matter had

been arranged for him. He took up his abode in the

*
Tliis opera was performed by the German company who

were in London in 1833, and received so much applause that it

would certainly have had a run, had it not been brought out

when the theatre was on the eve of closing.
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house of Sir George Smart, whose attention to his com-

forts was unremitting.

The letters written by him, from London, to his wife,

Caroline Brand, a distinguished actress, to whom he had

been married for some years, give an account of every-

thing that occurred to him at this time, and place his

character in the most amiable light. In a letter written

a few days after his arrival, he describes the impression
made upon him by his reception in England.

" The English way of living," he says,
"
suits mine

exactly ;
and my little stock of English, in which I make

tolerable progress, is of incalculable use to me. * * * *

The people are really too kind to me. No king had

ever more done for him out of love
;

I might almost say

they carry me in their arms.
" At seven o'clock in the evening, we went to Covent-

garden, where Rob Roy, an opera after Sir Walter

Scott's novel, was played. The house is handsomely

decorated, and not too large. When I came forward to

the front of the stage-box, that I might have a better

view of it, some one called out, "Weber ! Weber!" And

though I drew back immediately, there followed a clamour

of applause that I thought never would have ended.

Then the overture to the Frieschutz was called for, and

every time I showed myself, the storm again broke

loose. Fortunately, soon after the overture, Rob Roy

began, and things gradually became more quiet. Could

a man wish for more enthusiasm, or more love ? I must

confess that I was completely overpowered by it, though
I am of a calm disposition, and somewhat accustomed

to such scenes. I know not what I would have given
to have had you by my side, that you might have

seen me in my foreign garb of honour. And now, my
dear love, I can assure you that you may be quite at

ease, both as to the singers and the orchestra. Miss
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Paton is a singer of the first rank, and will play Reiza

divinely. Braham not less so, though in a totally
different style. There are also several good tenors, and
I really cannot see why the English singing should be

so much abused. The singers have a perfectly good
Italian education, fine voices, and expression. The or-

chestra is not remarkable, but still very good, and the

chorusses particularly so. In short, I feel quite at ease

as to the fate of Oberon"

This opera, after very careful preparation, was brought
out on the 1 2th of April. It was admirably performed
in every department, and the great powers of Braham
and Miss Paton never were more fully displayed. The

composer, in a letter to his wife, written the same

night, describes the reception of the piece.
" My

best beloved Caroline!" he says, "through God's grace
and assistance, I have this evening met with the most

complete success. The brilliancy and affecting nature

of the triumph are indescribable. God alone be thanked

for it ! When I entered the orchestra, the whole of the

house, which was filled to overflowing, rose up, and I

was saluted by huzzas, and waving of hats and hand-

kerchiefs, which I thought would never have done.

They insisted on encoring the overture. Every air was

interrupted twice or thrice with bursts of applause.
* * * *

So much for this night, dear life, from your heartily
-

tired husband, who, however, could not sleep in peace
till he had communicated to you this new blessing of

heaven. Goodnight!"

;_
Weber was now, though neither himself nor those

about him seem to have been fully aware of it, in the

last stage of the fatal malady under which he had long
laboured. It was a pulmonary disease, which had been

aggravated by the fatigues of a long journey and the

severity of a climate to which he was unaccustomed.
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"
To-day," he says to his wife on the 17th of April,

"
is

enough to be the death of any one. A thick, dark,

yellow fog overhangs the sky, so that one can hardly

see, in the house, without candles. The sun stands

powerless, like a ruddy point in the clouds. No,
there is no living in this climate. The longing I feel

for Hosterwitz and the clear air is indescribable. But

patience, patience, one day rolls on after another
;
two

months are already over. I have formed an acquaint-

ance with Dr. Kind, a nephew of our own Kind. He is

determined to make me well. God help me ! that will

never be in this life. I have lost all hope in physicians

and their art. Repose is my best doctor, and henceforth

it shall be my sole object to obtain it."

Oberon continued to draw good houses, but its popu-

larity was not equal to that of the Freischutz. The

composer, while he was the delight of the small circle of

musical friends among whom he lived, was disqualified,

by his feelings, habits, and manners, from sharing in

the golden harvest so abundantly reaped by foreign

favourites among the English aristocracy. His feelings

were too high, his habits too retiring, and his manners

too plain and simple, to enable him to profit by their

liberality. He was willing to increase the emoluments

of his long and painful journey to England, by attending

private parties for the usual remuneration to artists of

distinction: but he was not willing to seek invitations

to such parties by paying court to their givers; and the

consequence was, that two or three such invitations

were all he received. On the 2Gth of May, he had a

benefit concert; and on this occasion, when it might

naturally have been expected that an overflowing
audience would have testified the sentiments of the

English public towards one of the greatest musicians

who had ever visited our shores, the room was not
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more than half filled*. Weber, struggling at once with

illness and with suppressed feelings of disappointment
and mortification, was hardly able to get through the

business of the evening, as conductor. At the end of

the concert, he threw himself on a sofa, in a state of

exhaustion which filled his surrounding friends with

alarm.

His whole thoughts were now turned towards his

home, and his impatience to be once more in the bosom
of his family was extreme. On the 30th of May, a few

days after his concert, he writes "Dearest Lina! excuse

the shortness and hurry of this, I have so many things
on hand. Writing is painful to me; my hands tremble

so. Already too, I am beginning to get impatient.
You will not receive any more letters from me. Address

your answer, not to London, but to Frankfort paste

restante. You are surprised. Yes, I don't go by Paris.

What should I do there ? I cannot move, I cannot

speak, all business I must give up for years. Then

better, better, the straight way to my home, by Calais,

Brussels, Cologne, and Coblentz, up the Rhine to Frank-

fort, a delightful journey. Though I must travel slowly,

resting sometimes half a day, I think, in a fortnight, by
the end of June, I shall be in your arms. If God will,

we shall leave this on the 1 2th of June, if Heaven will

only grant me a little strength. Well, everything will

go better if we are once on the way, once out of this

wretched climate. I embrace you from my heart, my
dear ones, ever your loving father, Charles." On the

2nd of June he wrote again, and this was the last letter

he ever wrote. " As this letter will need no answer, it

* On the same evening a favourite singer had his benefit

concert at the mansion of one of the nobility About four hun-

dred persons, chiefly of the fashionable world, were present; the

tickets being one guinea each.
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will be short enough. Need no answer ! Think of that !

Furstenau* has given up the idea of his concert
;
so

perhaps we shall be with you two days sooner : huzza !

God bless you all, and keep you well ! O, were I only

among you ! I kiss you in thought, dear mother. Love

me also, and think always of your Charles, who loves

you above all things."

This joyful hope was destined never to be realized.

On the morning of the 5th of June, Weber was found

dead in his bed. His disease had not assumed an im-

mediately alarming form till the day on which he wrote

the above letter, when it compelled him to keep his

room
;
but his spirits were not much depressed. His

appetite was good, and he did not appear to be sensible

of approaching danger. His anxiety to return to his

country and his family became stronger and stronger ;

and he was more cheerful, as the obstacles to his de-

parture appeared to be removed. When his friend,

M. Furstenau, left him at eleven o'clock on the night

of his death, he was in good spirits, an^l showed no

symptoms of immediate danger. On the 21st of June,

his remains were interred in the vaults below the Roman
Catholic Chapel, in Moorfields. The procession was

attended by a numerous body of his friends and profes-

sional brethren
;
Sir George Smart being chief mourner.

The funeral service, in which the Requiem of Mozart was

performed by a large vocal and instrumental band, took

place in the presence of two thousand persons, by whom
the chapel was filled

;
and the ceremony was solemn

and impressive.

The effect may be imagined of the tidings of his death

on the amiable woman whom he loved so dearly, received

* An eminent performer on the flute, who accompanied \Vi-l in-

to England.
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by her when she was watching for the moment of his

return. Mr. Moscheles, who was at Dresden in the month

of October, wrote to a friend in London *:
"

I visited

poor Weber's widow, and found her still inconsolable for

the loss of her husband. She burst into tears as soon

as she saw me. What has been rumoured here, and

even in England, as to their not having lived happily

together, is, I can assure you, a calumny. He has left

two fine young boys." The envenomed tongue of de-

traction none can escape ;
but if ever there was a case

in which such rumours were utterly groundless and

malignant, it was that of Weber. Besides the two boys
whom he left, he had three children, who died in their

infancy.

Weber's character may be gathered from the foregoing

sketch, brief as it is, of the circumstances of his life. He
was modest, gentle, and affectionate

; possessed of a

strong intellect, and much firmness. His mind was highly

cultivated, and his knowledge of literature consider-

able. In the earlier part of his life, he exercised his pen,

with some distinction, as a critic, in the musical journals

of the period ;
and left, at his death, an unfinished work,

entitled Tonkiinstlers Leben, erne Arabeske, (the Life of a

Composer, an Arabesque,) which was published, after

his death, by the guardian of his children, along with an

autobiographical sketch of his life, and fragments of his

correspondence. This production, as its title indicates,

is written in that fantastic and incoherent style to which

the German literati are somewhat too much addicted :

there is, too, a vague and misty air about the general

speculations, also characteristic of the German literary

school, which frequently renders the aim and meaning of

the author difficult to come at
;
and there is a good deal

*
Harmonicon, Dec. 132C.
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of laborious and over-strained humour. With all this,

there are many acute and profound observations on

musical subjects j
and the whole is interesting, as throw-

ing light on the intellectual constitution of a great artist.

If the author of the Freischiitz, Euryanthe, and Oberon,

has not raised himself to the level of Beethoven and

Mozart, he is but a little lower than these mighty
masters. His powerful and original genius was strength-
ened by a profound knowledge of his art, and his mind

was enriched and fertilized, (if the expression may be

allowed,) not only by a most extensive study of the

works of the greatest composers, but by the closest

observation of all the phenomena of nature from which

musical impressions are derived. From these sources,

his strong and active imagination was stored with ma-
terials which, as he lived, only became more and more

exhaustless. None of his works exhibit such a richness

of ideas as Oberon, a piece that was written when his

body, wasted by disease, was sinking into the grave.

Though, however, this opera may be considered the

greatest of his compositions, containing strains the most

tender, romantic, and impassioned, magnificent choral

harmonies, and novel and beautiful orchestral effects,

and though, among those who are capable of appre-

ciating the highest efforts of art, it has even exalted the

reputation of the author of the Freischiitz, yet it has

never excited those mingled feelings of amazement and

delight with which that unique production was every-
where hailed. Weber's fancy loved to wander in the

regions of enchantment, and to embody the wild and
fantastic images of German superstition. "Like Sal-

vator," to adopt the language of the best criticism on the

genius of Weber we have yet met with*, "he gloried in

*
Foreign Quarterly Review, for 1831.
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delineating the wild and savage aspects of nature, and in

wandering, like Beethoven, in her sullen and more gloomy
recesses. The romantic turn of his mind, inspired by
his early studies, rendered the wild legend of the Freis-

chutz perhaps the most suitable subject on which he

could have employed his talents. In depicting, or rather

in aggravating, the horrors of the wolfs glen, with its

fearful omens, and all its unearthly sights and sounds,

in painting the grief and despair of his hero, and the

gloomy, demoniacal spirit of the lost and abandoned

Caspar, he found full scope for his peculiar talent. Were
we to compare him with any of our romance writers, we

should say that he possessed, though mingled with and

controlled by a finer taste and far greater discretion, a

congeniality of soul with Monk Lewis and Mrs. Rad-

cliffe
; and, rich as the dramatic literature of his country

is in tales of superstition and diablerie, we think it to be

regretted that he did not, at least, furnish us with an-

other romantic opera from that prolific source." Some
of the most powerful passages in Oberon afford striking

manifestations of this peculiar turn of the author's genius.

Among these are the incantation scene,
"
Spirits of air,"

and the fiend-like chorus, mingled with shouts of laughter,

of the evoked demons
;
the chorus which forms the finale

to the second act
;
and the scene in which the hero is

tempted by evil spirits. In all these, we recognize in

every note the author of the Freischutz.

Weber's instrumental accompaniments are stronger

than those of Mozart. Whether this species of colouring

has reached its height, or whether it will continue to

increase in strength, it seems hardly possible to con-

jecture. Every succeeding generation of dramatic com-

posers has added variety, richness, and force, to the

effects of the orchestra
;
and accompaniments, at first

thought too predominant and overpowering, have come,
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in course of time, to be considered thin and feeble. It is

grievous to think that the divine harmonies of Mozart

himself may share this fate
j yet, when once the accom-

paniments of Weber and Spohr shall be on a level with

the generally-established standard of taste, those of

Mozart must necessarily be below it. This, indeed, is

in some measure the case already ;
and the time may

come when the present style of orchestral writing shall

give way to new forms of instrumentation, as yet un-

dreamed of. There may, indeed, be a point beyond
which the tide of innovation cannot reach, and at which

it must remain, or begin to ebb. But the history of

music affords no indication of any such point ;
and the

tide still flows on as fast and as steadily as ever. One

thing, however, may be said. However endless may be

the changes caused by the enlargement of the bounds of

harmony, and by discoveries in the use and combina-

tion of instruments, those innovations which consist in

a mere accession of noise, have already reached their

limit. The human tympanum can bear nothing beyond
the beating of drums, and braying of trumpets and

trombones, introduced by the followers of the Rossini

school ;
and the temporary vogue of a fashion of com-

posing which is a mere cloak for ignorance and inca-

pacity, appears to be passing away.

2s 2
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CHAPTER XIX.

LIVING GERMAN MUSICIANS. SPOHK. HUMMEL. RIES.

MOSCHELES. NEUKOMM. MAYERBEER. MENDELSSOHN.
SCHNEIDER. THE MODERN GERMAN SCHOOL.

THERE are many living German musicians, whose names

have acquired an European celebrity. Among these, the

following are the most distinguished.

Louis SPOHR has acquired great fame, both as a

performer on the violin, and as a composer. In 1 820,

on the invitation of the Philharmonic Society, he visited

London, and justified, by his performances, the repu-

tation he had gained, of being the first violinist of the

age. He was peculiarly distinguished for his pure and

delicate tone, the smoothness and facility of his execution,

his expression, and the vocal character of his style. As

a composer, he was first distinguished by his concertos,

quartets, and other instrumental pieces; but he after-

wards turned his attention to dramatic, and, more re-

cently, to sacred music. By his operas of Faust, Jessonda,

and Zemire and Azor, he has raised himself to the highest

rank among the composers for the theatre
;
and his

oratorio of The Last Judgment is not surpassed, in the

sublimity of many of its parts, by anything that has

appeared since the days of Handel. Though it never

descends from the solemnity which belongs to the sub-

ject, yet it possesses great variety of expression, passing
from the most awful and terrible effects to strains of the

deepest pathos and melancholy. The words of this

oratorio have been translated and adapted to the music,

in a most judicious and masterly manner, by Mr.

Edward Taylor ;
and its performance, in whole or in

part, is now indispensable at all our great music meet-
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ings. Spohr has resided for many years at Cassel, in

the capacity of maestro di capella ; and has lately pro-

duced another oratorio, called Des Heilands letzte Stunden,

(The Last Hours of the Saints,) which is highly praised

by the German critics.

JOHANN NEPOMUK HUMMEL, maestro di capella to

the Grand Duke of Saxe Weimar, has composed several

masses, and other pieces of sacred music, which are much
esteemed. He has also written several operas, among
which his Mathilde von Guise is the most distinguished.

His fame, however, rests chiefly upon his compositions
for the piano-forte, and his talents as a performer on

that instrument. He is not remarkable for the origi-

nality of his ideas
;
but his works are marked by such

clearness of design, symmetrical disposition of parts,

expressive melody, and ingenious combination, that,

though their details often suggest passing reminiscences

of other composers, the beautiful whole is his own.

Those among the public performers on the piano-forte

who are not in the habit of playing their own music,

appear to resort more frequently to the concertos and

other concert-pieces of Hummel, than to those of any
other composer ;

and his trios, for the piano-forte, violin,

and violoncello, are within the reach of able amateurs,

among whom they are in very general use. Hummel
has, within these few years, paid two or three visits to

England. As a performer, he bears a considerable re-

semblance to John Cramer. The style of both has been

formed from that of Mozart
;

in Hummel, by education

under that great master; in Cramer, by predilection for,

and study of, his works. In each we recognize the same

rapid and brilliant, yet delicate and finished, execution
;

the same smoothness and equality of touch, and the

same grace and expression in singing (as it may be

termed,) a melodious passage : while neither of them
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carries us away with that impetuous force which belongs
to the style of Beethoven. A few years ago, Hummel

published a great work of studies for the piano-forte,

which must have cost him years of labour, and must be

of infinite value to those who have resolution enough to

get through it. But its ponderous bulk, and mass of

contents, afford a prospect somewhat similar to that of a

journey through the Arabian desert, and are sufficient

to terrify any one who has not the dogged perseverance

of a German student.

When great composers or performers are spoken of

as belonging to a certain school, it is not meant that

they are imitators of any particular master, but that,

either from education under that master, or from having
been prompted, by congeniality of mind, to a study of

his works, they have insensibly acquired some of the

chief characteristics of his style, modified by the pecu-
liarities of their own genius. In this sense we have

mentioned Hummel and Cramer, as being of the school

of Mozart ; and, in the same way, Ries and Moscheles

may be considered as belonging to the school of Beet-

hoven.

FERDINAND RIES was a disciple of Beethoven. He
resided in England from 1813 to 1824. His compo-
sitions for the piano-forte are, in general, masterly, and

full of striking effects
;
but many of them smell too

much of the lamp, and are deficient in the attraction of

graceful melody. Among the most elegant of his pro-

ductions are his Swedish Airs for the piano-forte, with

accompaniments for an orchestra, and his Russian Airs

for the piano-forte and violoncello. In his public per-

formances, he commanded the attention and admiration

of the audience by the strength of his hand, the freedom

and boldness of his execution, and his vigorous and

energetic style. Since his return to Germany, he has
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produced one or two dramatic pieces, which do not

appear to have acquired much popularity.

IGNATZ MOSCHELES, though not a disciple of Beet-

hoven, is deeply imbued with the spirit of that great

man, from a profound study of his works. Mr. Moscheles

has resided in London for the last twelve years, and has

contributed to the progress of the piano-forte in this

country, not only by his public performances, but by
the number of excellent players whom he has formed by
his instructions, both in the fashionable circles, and

among our professional musicians. In the earlier part
of his career, he astonished the musical world by his

unbounded powers of execution
; and, having

" a giant's

strength," he was prompted by his youthful fire to
" use

it like a giant." But being also a man of strong in-

tellect, and capable of thinking deeply on the principles

of his art, he has chastened his style, by using his pro-

digious power of hand, and rapidity of finger, only as

the means of adding to the effect of his great and original

conceptions. Moscheles has been always distinguished
for the volume of tone he draws from the instrument,

his grand and imposing masses of harmony, and his

boldness and fire. But with these qualities he now
blends a great deal of the delicate softness and tender

expression which so peculiarly distinguish the style of

Cramer. His compositions are very numerous, and

consist chiefly of concertos, sonatas, and other pieces,

for his own instrument. They are full of learning,

imagination, and feeling, and show how much the in-

ventive faculty is enlarged by an extensive knowledge of

the classical productions of the art. He has lately pro-

duced some orchestral works, the last of which, the

overture to the German tragedy of Joan of Arc, is

worthy of Beethoven himself.
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SIGISMUND NEUKOMM was a disciple of Haydn,
and may be considered as the representative of his

school. After having gained a high reputation on the

Continent, he came, for the first time, to England in

1829; and his reception has been such as to induce

him to pass a large portion of his time in this country.

His greatest works, the oratorios of Mount Sinai and

David, have been produced in England. Mount Sinai,

originally composed to German words, selected by him-

self from the Scriptures, was afterwards adapted by him

to an English version of the words, and performed for

the first time at the Derby Musical Festival, in 1 83 1 .

David, the poem of which was originally written in

English, was performed at the Birmingham Festival of

1834. Mount Sinai is a noble specimen of the true

oratorio style. The manner in which the Command-
ments are delivered at intervals from the holy mountain,

in the tones of the ancient ecclesiastical canto fermo,

accompanied by the sounds of the brazen instruments,

is full of awful grandeur ;
while the more earthly strains

which intervene, even those which relate to affections

and feelings purely human, though graceful, sweet,

and tender, are always in accordance with the solemnity

of the subject. From the subject of the oratorio of

David, the music necessarily assumes, in many places, a

dramatic character
j
and thus, (as in the Mount of Olives,)

there are some scenes, such as the mutual defiance of

David and Goliah, and the scene in which David appears

before Saul while under the influence of the evil spirit,

which would require theatrical action to give them their

full effect. The triumphal march, too, of the victorious

Israelites, with its barbaric clang of warlike instruments,

though excellent in itself, recalls, through association,

the sights and sounds of the theatre. The chorusses
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of this oratorio are models of the ecclesiastical style :

they are profound and masterly in their construction,

and full of those great masses of harmony which impress
the mind with the ideas of majesty and power.

During his residence in England, M. Neukomm has

been a prolific writer in various styles. His sacred

cantatas, Miriam, The Prophecy of Babylon, and Absalom,

are remarkable for the loftiness of their style, their

varied expression, and the fine adaptation of the music

to the English poetry. His cantata entitled Napoleons

Midnight Review, is a wild and fantastic picture, of

which the outline, drawn (as it were) by the voice, is

filled up by the richest and most beautiful instrumental

colouring that can be imagined. His English songs are

very numerous, and many of them are admirable. The

popularity of The Sea has hardly ever been surpassed.

M. Neukomm is a great organist; and his last work is

a collection of voluntaries for that instrument.

MAYERBEER is celebrated as the author of several

operas, particularly // Crociato in Egitto, one of the best

and most successful pieces of the present day. Though
the composer is a native of Berlin, the music of this

opera is more in the Italian than the German style.

His last work of magnitude is Robert le Diable, written

for the Grand Opera of Paris, where it had an extraor-

dinary run. It was brought out at the King's Theatre,

in London, in 1832, with the utmost splendour, and

with the original French performers ;
but it disappointed

the public expectation. The music is brilliant and

striking; but the stunning noise which proceeds both

from the stage and the orchestra, from the beginning to

the end of an excessively long piece, is quite over-

powering.
FELIX MENDELSSOHN BARTHOLDY, (grandson of

Moses Mendelssohn, the celebrated Jewish philosopher,)
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though a young man, has already taken his place among
the greatest musicians of the age. Before he was four-

teen he had produced several works of surprising genius,

particularly an opera, The Wedding of Camacho, which

was brought out with great success at Berlin. He has

been several times in England, where he first became

known from several of his instrumental compositions

having been performed by the Philharmonic Society.

His beautiful and imaginative overture to The Midsummer

Night's Dream has become a stock piece at our concerts.

Another piece, in the form of an overture, called The Isles

of Fingal, suggested by a visit to the Western Islands of

Scotland, and written under the impressions produced

by the grand phenomena of nature in those wild regions,

is a fine specimen of the descriptive powers of music
;

but its difficulty and peculiarity of style have prevented
it from being so popular as it will one day become.

Mendelssohn has latterly turned his attention to sacred

music, and has composed many pieces for the church

which are in the highest estimation in Germany. He is

understood to be at present engaged in writing an

oratorio on the subject of the Conversion of St. Paul.

As an organist and performer on the piano-forte, Men-

delssohn ranks among the greatest masters of the day.

Among the most eminent German masters of the

present age must also be mentioned F. SCHNEIDER,
whose oratorio of The Deluge, clothed in an English
dress by Mr. Edward Taylor with his usual skill and

judgment, has formed a prominent feature at several

of our recent festivals. It is a great and beautiful work,

more in the style of Haydn than of the more modern

school.

The German school of the present day, though supe-

rior to any other, is by no means faultless. No other

country can boast of such a constellation of great names
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as those which have been mentioned; but, among the

numerous and able composers by whom the churches,

theatres, and concert rooms are supplied with a large

portion of their music, we still find a predilection for

loaded and complicated harmony, a deficiency of flowing
and simple melody, and that love of the obscure and

mystical which seems to characterize German genius in

literature as well as art. Weber, in the satirical work

already noticed, The Life of a Composer, ironically points
out the beauties of the modern German school. "Do you

imagine," he says, "that, in these enlightened times,

when all rules are set at nought, and all difficulties

cleared at a bound, a composer will, out of compliment
to you, cramp his divine, gigantic, and high-soaring
fancies? Thank heaven, we have nothing to do now
with regularity, clearness, keeping, and truth of expres-
sion

;
all these things are left to such old fashioned

masters as Gluck, Handel, and Mozart. No ! Attend

to the materials of the newest symphony which I have

received from Vienna, and which may serve as a recipe

for this kind of composition. First, a slow movement,
full of short, broken ideas, no one of which has the

slightest connexion with another; every ten minutes or

so, a few striking chords; then a muffled rumbling on

the kettle-drums, and a mysterious passage or two for

the violas, all worked up with a due proportion of stops
and pauses. Then comes a raging movement, in

managing which, the principal consideration is, to avoid

following up any particular idea, thus leaving the more
for the hearer to make out himself. Sudden transitions,

too, from one key to another, should by no means be

omitted
;
nor need this put you out of the way. To run

once through the semitones, and drop into that key
which is most convenient, is sufficient, and you have a

modulation off-hand. The great point is to avoid every-
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thing that looks like a conformity to rule rules are

made for every-day people, and only cramp the freedom

of genius." If a stream, however shallow, is made

turbid, it is impossible to see its bottom
;
and it is thus

that these German composers render themselves incom-

prehensible in order to appear profound. The faults of

a school are more easily copied than its beauties. There

is plenty of this sort of profundity among our own

youthful aspirants to fame; and an overture to a melo-

drama, in one of our theatres, is often as full of mystery
as Weber's pattern symphony from Vienna.
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CHAPTER XX.

MUSIC IN ITALY DURING THE PRESENT CENTURT. ZIN-

OARELLI. MAYER. PAER. SPONTINI. FIORAVANTI.

MOSCA. ROSSINI. PRESENT ITALIAN SCHOOL.

THE reputation of the Italian school, at the beginning of

this century, was supported by several excellent com-

posers, who filled up the interval between Cimarosa and

Rossini.

The oldest of these is NICOLO ZINGARELLI, whose

numerous works were produced between the years 1780

and 1810. None of his operas are now heard in Italy,

where, indeed, all dramatic music is forgotten, except

the ephemeral productions of the day. His most cele-

brated opera, Romeo e Guilietta, is still performed in

Germany and France, and was rendered very popular in

this country by Madame Pasta' s beautiful personation

of the part of Romeo, and her singing of the air
" Ombra

adorata." Zingarelli is the last of the Italian composers
for the church. His oratorio La Distruzione di Gerusa-

lemme, composed in 1809, is a noble work, written in

the classical style of the old ecclesiasitical school.

SIMON MAYER, though a German by birth, may be

classed among the Italian composers of this period, as

he has resided chiefly in Italy, and composed for the

theatres of that country. He has been, for more than

thirty years, maestro di capella at Bergamo. His dramatic

pieces are very numerous. Those which have obtained

the most extensive popularity, are II Fanatico per la

Musica, Lodoiska, La Ginevra di Scozia, La Rosa bianco e

la Rosa rossa, and Medea in Corinto. In the last of these

pieces, Madame Pasta has achieved her greatest triumph
as a tragic actress.
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FERDINAND PAER is a native of Parma. Among his

numerous Italian operas the most celebrated are Agnese,
La Griselda, Camilla, Sargino, and / Fuorusciti. All of these

have been performed in England. Agnese, in particular,

which is founded on Mrs. Opie's tale of The Father and

Daughter, was rendered very popular by the powerful
and affecting performance of Ambrogetti in the character

of the Father. The part has since been performed by

Tamburini, with equal beauty, but in a different style;

his picture of madness being less appalling than that

of Ambrogetti, but more melancholy and touching.

There is much resemblance between Paer's style and

that of Mayer. Their melody is Italian, strengthened by
German modulation and accompaniment. In the music

of both there is much grace and elegance; it is always

judiciously adapted to the character of the scene and

the expression of the words; and it shows a consum-

mate knowledge of orchestral effect. It has few traits,

however, of that divine simplicity by which Mozart and

Cimarosa work such miracles; and the success of their

most popular pieces has been owing more to the tragic

powers of certain performers than to anything very

striking in the music. They have great talent, but not

high genius.

GASPARO SPONTINI, after acquiring considerable re-

putation in Italy, went to Paris in 1804, and composed
for the French stage his celebrated operas of La Vestale,

Fernand Cortez, and Olimpia. He now resides at Berlin,

in the situation of maestro di capclla to the King of

Prussia.

FIORAVANTI and MOSCA are the Composers of several

lively comic operas, once very popular, and still resorted

to by Italian buffo singers, for the purpose of enlivening

our concerts. The most remarkable of these are, / Vir-

tuosi ambulanti and Le Cantatrici villane of Fioravanti,
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and / Pretendenti delusi of Mosca. Besides these, there

were a number of composers, SARTI, GENERALI, PA-

VESI, GUGLIELMI, PoRTOGALLO, and others, whose

works were popular between the beginning of the century

and the appearance of Rossini.

Though this distinguished composer is still alive, and,

indeed, has not passed

II mezzo del cammin di nostra vita,

yet his name already belongs to musical history. His

brilliant career seems to have long since closed
;
a new

generation of musicians has succeeded him in his own

country ;
and his works are now looked back to as

belonging to a period that is past. It is more than ten

years since his biography was made the subject of a

considerable volume*, which contains almost all that

can be said about him
;

his musical history since that

time being almost a blank.

GIOACCHINO ROSSINI was born in 1792, at Pesaro, a

small town in the Papal territory, situated on the Gulf

of Venice. His father was a third-rate horn-player, and

his mother, a woman of great beauty, was a tolerable

actress and singer. This couple gained their livelihood

by travelling about the country and performing in the

different provincial companies, the wife singing on the

stage, and the husband playing in the orchestra.

When he was seven years old, Rossini's parents
removed to Bologna, where he began his musical studies.

He was soon able to gain a trifle by singing in the

churches, and gradually acquired the art of accompani-
ment and the rules of counterpoint. In 1807, at the

age of fifteen, he received some lessons in music from

the celebrated professor in the academy of Bologna,
Padre Matteij but these were few, and his volatile dis-

*
Vie de Rossini, par M. de Stendhal. Paris, 1824.
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position made him inattentive to the instructions of his

learned preceptor*. His first essay in vocal music was

a cantata called II pianto d'Armenia, which he produced
in 1808; and he was immediately afterwards chosen

director of the Academy of the Concordi, a musical society

in Bologna.
In 1810 and 1811 Rossini composed for the theatres

of Bologna and Venice, two or three dramatic pieces,

which are forgotten as juvenile productions. In 1812,

LSInganno Felice, which may be placed at the head of the

list of his works, was performed at Venice. This little

opera laid the foundation of his fame, which, in the fol-

lowing year, rose at once to its height on the appearance
of Tancredi. The susceptible Venetians were charmed

with a music so different from anything they had heard,

with its freshness and vivacity, and its noble and

heroic tone, so well suited to the subject of the piece

with the graceful and beautiful airs, and the brilliant,

but simple accompaniments. It was received with

tumultuous pleasure, and the next day nothing was to be

heard in Venice but the airs in Tancredi. From the

noble to the gondolier, every body was singing snatches

of " Di tanti palpiti;" and in the very courts of justice

the proceedings were interrupted by the audience hum-

ming
" Ti rivedro." The amateurs said in their joy,

that Cimorosa was come back to the world. This

charming opera, the first fruits of the author's genius,

deserved this enthusiastic reception. It has passed

through as severe an ordeal as ever has been undergone

by any work of genius. Year after year it has been

performed, times innumerable, in every part of Europe,
and by singers of every grade ;

its airs have been sung

unremittingly at every concert and in every musical

* This was told a friend of ours bv the Padre Mattei himself.
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circle, screamed by boarding-school misses, and ground
in barrel-organs about the streets

;
hammered by

learners on the piano-forte in the shape of pot-pourris

and lessons, and danced to at balls as quadrilles ;
and

yet it has never palled on the taste, nor ceased to afford

pleasure. And now, when this spring-tide of popu-

larity has necessarily ebbed, and Tancredi has given

place to greater novelties, it stands even higher in the

cool and settled opinion of the musical world than it

did when it engrossed the public attention.

After Tancredi, Rossini produced, with great rapidity,

L'ltaliana in Algeri; La, Pietra di Paragone; Demetrio e

Polibio ; and II Turco in Italia. These pieces were very

favourably received in Italy, and supported the reputa-

tion of the young composer ;
but they never became

very generally popular. They contain, nevertheless,

some of Rossini's most beautiful airs
; among which are

the fine tenor song,
"
Languir per una bella," in L'ltaliana

in Algeri; "Eco pietosa," in the Pietra del Paragone; the

duet,
"
Questo cor," in Demetrio e Polibio ; and the duet,

" D'un bel uso di Turchia," in // Turco. In this last

piece, too, as well as in L'ltaliana in Algeri, there are

several concerted pieces and finales, full of gaiety and

comic effect. Rossini's next opera, LAureliano in Pal-

mira, was composed for the theatre of Milan, in 1814, and

had great success at first; but, like those we have just

mentioned, never became generally popular. The cele-

brated Velluti performed the principal character. This

singer, whom Rossini had not previously heard, covered

his airs with such a profusion of ornaments that the

composer exclaimed,
" Non conosco pill la mia musical

"

"I don't know my own music!" It was this circum-

stance, it is said, which suggested to Rossini the idea of

writing his airs with their embellishments, so as to pre-

vent them from being disfigured by the presumption and

2c
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bad taste of the singers ; but, however richly he himself

ornamented his airs, this has not prevented the Davids,
and Rubinis, the Grisis and Malibrans, from loading
the very embellishments themselves with additional

fiorituri.

In 1815, Rossini was appointed director of the music

of the theatre of San Carlo, at Naples, under an engage-
ment to compose two new operas every year, and

arrange the music of all the operas brought out there
j

for which he was to receive twelve thousand francs (five

hundred pounds) a year. The first opera which he

composed for Naples was Elisabetta Regina d
'

Inghilterra,

which had great success. The part of Elizabeth was

performed by Signora Colbrand, a Spaniard, one of the

greatest actresses and singers of the age, who was then

in the highest favour at Naples. The noble and im-

posing style of her beauty, set off by an accurate costume

of the sixteenth century, which was obtained for her

from England, made her a perfect representative of the

part; and her performance of it appears to have been

eminently intellectual. The description of it, given by
Rossini's biographer, affords a lesson to tragedians in

the performance of similar parts.
" There was nothing

theatrical in it," he says ;

" no gestures no conventional

tragic attitudes or movements. The Queen's immense

power, the consequences which a single word of her

mouth might bring forth, were read in the beautiful, but

sometimes terrible, Spanish eyes of the actress. Her

look, her deportment, her speech, made it impossible not

to feel that this superb woman had, for twenty years,

been an absolute queen. It was this oldness of the

habits contracted by supreme power, this perfect free-

dom from any doubt as to the instant obedience which

would be paid to the slightest of her wishes, that formed

the principal feature in the performance of this great
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actress. The few movements which interrupted her

habitual tranquillity, seemed forced from her by the

violence of her own contending passions, bufrnever from

any desire of making herself obeyed. Our greatest trage-

dians, even Talma himself, make use of violent and impe-
rious gestures in the parts of tyrants. Perhaps this kind

of tragic blustering is a sacrifice to the bad taste of the

audience
; but, however much it may be applauded, it is

not the less absurd. No man is so sparing of his ges-

tures as an absolute king. They are of no use to him,
as he is accustomed to see his slightest signs followed by
instant obedience to his will."

Rossini's engagement at Naples subsisted for seven

years, during which he produced a number of operas at

the theatre of San Carlo. Signora Colbrand continued,

during all that period to be the prima donna of that

theatre, and to perform the principal characters in his

pieces, notwithstanding the decay of her vocal powers,

and her consequent decline in the favour of the Neapo-
litans. During her previous brilliant career she had

gained a large fortune
;
and Rossini, enamoured either

of her personal charms, or of "
les beaux yeux de sa cas-

sette," not only was quite satisfied with her false intona-

tion in singing his music, but married her before he

finally quitted Naples.

Not being precluded by his duties at Naples from

composing pieces for other places, Rossini brought out

at Rome, during the carnival of 1816, Torvaldo e

Dorliska, and // Barbiere di Siviglia. The first of these

had little success, and was immediately forgotten ; the

other made an impression equal to that produced by
Tancredi.

The drama at Rome is kept under a rigid censorship j

aud, at this time, several pieces, submitted by the

manager of the theatre, had been prohibited on account

2 c2
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of certain allusions. The manager, annoyed at these

disappointments, proposed the drama of II BarUere di

Siviglia, the music of -which had been already composed

by Paesiello; and it was accepted. Rossini, though
never troubled with diffidence, felt this an embarrassing

situation, and wrote to the veteran musician, telling him

how the matter stood. The old maestro, who seems

not to have been altogether without vanity, wrote in

reply, that he was delighted with the choice made by
the Roman police. Rossini prefixed a modest preface

to the book of the words ; showed Paesiello's letter to

all the dilettanti in Rome; and set to work upon the

opera, which he finished in thirteen days. It was per-

formed on the 26th of December, 1816, the first day of

the carnival.

This opera experienced a singular fortune. The first

night the audience would scarcely hear it to an end
-,
the

second it was applauded to the skies. Unfavourable

comparisons were made with some favourite morceaux in

Paesiello's opera, and some evident faults were laid hold

of. The air sung by Count Almaviva under his mistress's

window, wanted the exquisite grace and simplicity of

Paesiello's melody ;
and Rosinas first song, the famous

" Una voce poco fa," appeared quite of character, making
her appear in the light of a bold-faced vixen, instead of

a modest and simple girl, whom love renders cunning
and ready-witted. The beginning of the second act, too,

was found tiresome. Notwithstanding these objections,

however, (and they are not without foundation,) the

public, on a second hearing, did justice to the beauties

of the piece, and were delighted with its brilliancy,

gaiety, and admirable dramatic effect. Like Tancredi, it

immediately flew over Europe, and was everywhere re-

ceived with the same enthusiasm.

Otello was composed for the theatre of Naples. The
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drama was clumsily manufactured from Shakspeare's

tragedy by the Marquis Berio, a dilettante poet of that

city j
and it is said that Rossini, who knew something

of the original play, had taste enough to see how much
it was mangled, and reluctantly undertook the task of

writing the music of this Italian rifacciamento. It was,

however, extremely successful, and has been one of the

most popular of Rossini's works. The most blundering
dramatic treatment of so fine a subject could not deprive
it altogether of its striking features

;
and the music,

though very unequal, contains great beauties. The

opening chorus of welcome to the victorious general is

full of spirit j
and there is much dignity in Othello's

first entrance, and his address to the senate. When
Desdemona, too, first appears, the duet between her and

Emilia is very graceful, and in the manner of the older

Italian composers. The finale to the first act, which

occupies a large portion of it, is the finest part of the

opera. The nuptials of Desdemona with Roderigo, to

whom she has been betrothed by her father, while she

is already, in secret, the wife of Othello, are about to be

celebrated
;
the assembled friends express their joyful

congratulations in a chorus, the gaiety of which is con-

trasted with the agitation of the bride, and the perplexity

of the bridegroom and father. Othello suddenly enters,

and, observing what is passing, proclaims his marriage ;

and this disclosure produces a scene of confusion, dis-

may, jealousy, and rage. In the concluding scene, there

are some pathetic touches : Desdemona, in her mid-

night chamber, listening to the distant notes of the

gondolier, and singing the simple ballad,
" Assisa a pie

d'un salice," the "Song of Willow," which Shakspeare's

Desdemona describes as being sung by her mother's

maid, poor Barbara. But the music of this opera is, on

the whole, too loud and boisterous, both in the vocal
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parts and the accompaniments ;
and the hearer is stunned

"with incessant shouting on the stage, and the din of

trumpets, trombones, and all the noisy instruments in

the orchestra.

It was in Otello that Rossini first adopted this style of

orchestral writing, which he is incorrectly said to have

borrowed from the German school. But the accompa-
niments of Mozart (the type of that school,) are full of

ingenious contrivance and endless variety of combina-

tion, while Rossini uses every sort of instrument, merely
to swell the loudness of a very inartificial harmony.
Mozart's singers must be strictly attentive to time, and

careful to avoid even an appogiatura that may interfere

with the purity of his harmonies. If Rossini's singers

have only lungs strong enough to make themselves heard

through the noise of the orchestra, they are as free from

restraint as their predecessors were a century ago. Hence

Italian singers in general cannot bear, and cannot sing,

the music of Mozart, while they are perfectly at home
in that of Rossini. This species of accompaniment, the

vices of which have been aggravated by Rossini's suc-

cessors, has greatly injured the Italian style of singing.

It has lost much of the sweetness and smoothness for

which it has so long been pre-eminent. Forced to con-

tend incessantly with such a mass of sound, the females

are compelled to scream, and the males to shout
; and

the incorrect and slovenly harmony which they are

accustomed to hear from the orchestra renders them by
no means fastidious as to the purity of their roulades

and embellishments. Rossini's scores are full of gross

violations of the most established laws of harmony, which

some people defend, by saying that they are not per-

ceptible to the ear. But take one of these passages, and

play it on the piano-forte, and its deformity will at once

be apparent, though, in the theatre, the false harmony
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may be covered by the confusion of many loud instru-

ments *. Is such harmony justifiable, because it is

tolerated only when the ear is unable to discover of what

it consists? Had such things been ever admitted by

Haydn or Mozart, they would have been perceived at

once through the pellucid clearness of the score
;
but

are impurities less offensive in themselves, because the

stream which contains them is turbid ?

Rossini's next opera, La Cenerentola, was first per-

formed at Rome in 1817. It contains some excellent

passages, particularly the famous duet,
" Un segreto

d'importanza," and the brilliant air,
" Non piu mesta,"

accompanied by the chorus, which forms the finale
; but,

as a whole, it does not hold a high place among the

author's works. In the same year, La Gazza Ladra was

produced at Milan, and received with the most extra-

vagant demonstrations of pleasure. A strong impression
was made by the overture, the military cheerfulness of

which is so admirable a preparation for the young
soldier's joyful return to his family. The deep interest

of the story adds greatly to the attraction of this piece ;

and the music, though very unequal, contains some of

the composer's happiest efforts. He has never written

anything more beautiful than the air,
" Di piacer mi

balza il cor," so expressive of tender and innocent joy.

The trio,
" Nume benefico," is full of dramatic truth,

and enhances the effect of the finest situation in the

drama. In other parts of the opera, however, there is a

* In this opera of Otello, the trio "Ah, vieni," contains, within

the compass of four bars, and in the vocal parts, a series of Jive

perfect fifths in succession, besides three discords of the seventh re-

solved upwards ; and the passage is twice repeated. This jargon

passes unnoticed, because the voices are drowned by the orchestra.

The chorus,
"
Qual orror," contains combinations equally offensive,

beit concealed in the same manner.
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strange disregard of musical propriety ; as, in the intro-

duction of a waltz movement into the proceedings of the

court of justice. The interest centres in the parts of

Ninetta and her father
; and, when these are well per-

formed, the piece will always please.

Most, in Egitto was brought out at Naples in 1818.

In this piece Rossini has attained an elevation of style

which is not to be found in any of his other productions.

The chorusses are profund and majestic. The sublime

prayer of the Hebrews, when preparing o cross the Red

Sea, was an after-thought. Notwithstanding the trans-

ports with which the opera, in general, was received, the

attempt of the machinist to represent this scene never

failed to excite the risibility of the audience. This con-

tinued during the first season.

"The following season," says M. Stendhal, "this

opera was resumed, with the same enthusiastic admiration

of the first act, and the same bursts of laughter at the

passage of the Red Sea. The following day, one of my
friends called about noon on Rossini, who, as usual, was

lounging in bed, with a dozen of his friends about him
;

when, to the great amusement of every body, in rushed

the poet Tottola, (the author of the drama,) who, with-

out noticing any one, exclaimed,
" Maestro ! I have

saved the third act !" "Well, what have you done, my
good friend ?" replied Rossini, mimicking the half-bur-

lesque, half-pedantic manner of the poor son of the

muses. "Depend upon it they will laugh at us as usual."
" But I have made a prayer for the Hebrews, before

the passage of the Red Sea," said the poet, pulling a

bundle of papers out of his pocket, and giving them to

Rossini, who immediately began to decypher the scrawl.

While he is reading, the poet salutes the company
all round, whispering every moment in the composer's

ear, '"Maestro, I did it in an hour." "What! in
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an hour!" exclaimed Rossini. "Well, if it has taken

you an hour to write this prayer, I engage to make the

music in a quarter of the time : here, give me a pen and

ink." At these words, Rossini jumped out of bed, seated

himself at table en chemise, and in eight or ten minutes

composed this sublime movement, without any piano,

and without minding the chatting of his friends.
"
There,"

said Rossini,
" there is your music

; away about your
business." The poet was off like lightning; and Rossini

jumped into bed, and joined in the general laugh at his

parting look of amazement.
" The following evening I did not fail to repair in good

time to San Carlo. The first act was received with the

same transports as before
;
but when they came to the

famous passage of the Red Sea, the audience shewed the

usual disposition to risibility. This, however, was re-

pressed the moment Moses began the new and sublime

air,
" Dal tuo stellato soglio." This is the prayer which

all the people repeat after Moses in chorus. Surprised

at this novelty, the pit was all attention. This beautiful

chorus is in the minor key ;
Aaron takes it up, and the

people continue it. Last of all, Elcia addresses the same

vows to heaven, and the people answer. At this moment,

they all throw themselves on their knees, and repeat the

same prayer with enthusiasm
;
the prodigy is wrought :

the sea opens, to present a passage to the people. The

last part of the movement is in the major key. It would

be difficult to give an idea of the thunder of applause

which resounded from every part of the theatre. The

spectators leaned over the boxes to applaud, exclaiming,
" Bello ! bello ! O che bello !" Never did I behold such

an excitement, which was rendered still more striking

by its contrast with the previous merry mood of the

audience."

Mose in Egitto was successfully brought out in London,
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under the title of Pietro L'Eremita, with the alterations

necessary to change the subject to the Egyptian captivity

of Peter the Hermit, the famous originator of the cru-

sades.

In the spring of 1819, Odoardo e Christina was pro-

duced at Venice. It was at first much applauded ;
but

it was soon discovered that a great part of the music

was taken from an opera which had previously been per-

formed at Naples without much success. The manager

complained bitterly to Rossini of this deception, but was

only laughed at by the composer.
La Donna del Lago was performed at Naples in the

same year. Notwithstanding its great merit, and sub-

sequent popularity, its reception at first was anything
but flattering. Signora Colbrand was by this time com-

pletely out of favour, and the public were impatient at

her being forced upon them against their inclination.

They watched for an opportunity to hiss, but for some

time none occurred. But at length, the celebrated

Nozzari, who personated Roderick Dhu, having to enter

from the back of the stage, at a great distance from the

orchestra, unfortunately pitched his first note (which is

a magnificent burst,) somewhat too low; and this mistake

was visited by a general yell of disapprobation.
" No-

thing," says Stendhal,
" can convey an adequate idea of

the fury of a Neapolitan public, when either offended

with a false note, or furnished with some good pretext

for satisfying an old grudge." Nozzari's air was fol-

lowed by the appearance of a number of bards, who

came to animate the Scottish troops to battle by the

sound of their harps. The chorus of bards is accom-

panied by a splendid military march. This representa-

tion took place on a gala day ;
and the Court was not

present to put a restraint on the audience. There were

a number of young officers in the p}t, who had been
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drinking the king's health, and were in boisterous spirits.

One of these gentlemen, at the first sound of the trumpets,

began to imitate, with his cane, the gallop of a horse ;

and in an instant the pit was filled with the clatter of

five hundred similar imitations. The piece was finished

in the midst of confusion
;
and Rossini set off the same

night for Milan. On the road, and at Milan, he told

everybody that the Donna del Logo had been applauded
to the skies, and was not a little surprised to find that,

after all, he had been telling the truth. On the second

night, some improvements were made in the performance j

and the public, who began to be ashamed of the manner

in which they had treated so beautiful a work, received

it with rapturous applause.

Maometto Secondo was brought out at Naples in 1820,

and failed. Three years afterwards, it was again produced
at Venice, Rossini having undertaken to re-compose the

second act. The public, by no means satisfied that

an opera, previously unsuccessful, had been palmed upon
them, and still less so when they found that he had

made only a few trifling alterations in it, gave vent to

their feelings with a violence truly Italian, and treated

both the composer and singers with great indignity. In

1826, however, a French version of the piece, under the

title of Le Siege de Corinthe, was successfully produced
at Paris

; and, in this form, but with Italian words, and

by Italian singers, it has been repeatedly performed, both

at Paris and London, under the title of L'Assedio di Co-

rinto. Though, upon the whole, an inferior work, yet it

possesses considerable merit.

Zelmira, first performed at Naples in 1822, contains

some of Rossini's finest music
;
and its comparative want

of success can be ascribed only to the feebleness and

absurdity of the drama. A dramatic poet, in Italy, is

generally a miserable appendage to a theatre
;
an object
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of contumely and ridicule. Of this class seems to have

been the author of the libretto of Zelmira the worthy

Signor Tottola, whom we had occasion to mention a

little while ago. If the libretto of a modern Italian

opera is at all tolerable, it is when the poet has luckily

stumbled upon some subject, the capabilities of which

for dramatic effect he has not been able to destroy. The

Neapolitans, moreover, were completely weary of Signora

Colbrand, and not disposed to receive anything with

favour in which she bore a part.

The last opera composed by Rossini before he left

Italy, (to which he has never returned,) was Semiramide,

first produced at Venice in 1823. This is a great but

very unequal work. Some of the chorusses and con-

certed pieces are magnificent, and there is much grandeur
in the whole of the music given to the part of Semira-

mis, a part which, when performed by a singer who is

at the same time a great tragic actress, such as Madame

Pasta, always makes a strong impression on the audi-

ence. But the music is full of reminiscences, not only of

Rossini himself, but of Mozart and other composers ;

and the pseudo-German style of accompaniment is carried

to such an excess, that the ear is absolutely stunned by
the unremitting noise of the orchestra.

Rossini arrived in London in the beginning of the

opera-season of 1 824, in consequence of an engagement
at the King's Theatre, by which he was to be composer
and director of the music, to superintend the perform-
ance of his own operas, and to produce a new one for

the theatre. Madame Colbrand Rossini (whom he had

lately married,) was also engaged as prima donna. The

theatre opened with Zelmira, but it failed
;
and Madame

Colbrand was so coldly received, that she did not re-

appear. Semiramide was afterwards brought out, with

Madame Pasta as the Assyrian queen. The season was
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attended with enormous loss
;
and Rossini left England

without having fulfilled his engagement to compose an

opera. His residence in London, however, was a very

profitable one to himself. He was just the kind of man
to be the fashionable lion of the day. His music was

universally popular ;
he was himself a first-rate comic-

singer; and his manners and address were calculated to

gain the favour of the gay and the courtly. The aristo-

cracy, from royalty downwards, were profuse in their

invitations and attentions ; and he left England loaded

with solid proofs of their liberality. His regular fee for

attending a private musical party was fifty guineas, but

those who invited him seldom contented themselves with

giving him that sum. As if this were not enough, two

subscription concerts were set on foot for him, to take

place at Almack's rooms
;
the price of a ticket of admis-

sion to both to be three guineas, and none to be admitted

except such as were approved of by lady patronesses,

appointed to guard the assembly from the approach even

of that portion of the profanum vulgus who were able and

willing to give three guineas for a couple of concerts !

This, however, was too much, even for the extravagance
of our beau-monde ;

and the price of admission was re-

duced to a guinea for each concert. The concerts were

attended by a crowd of fashionables, who had the grati-

fication of hearing Rossini's most hackneyed songs,

sung by the performers whom they heard every day,
and accompanied by a pitiful band of twenty performers.

They, however, could boast of having heard two or

three comic songs and duets, sung by the great maestro

himself. What a contrast to the treatment experienced,

two years afterwards, by the modest and high-souled
Weber !

Since that time Rossini has resided constantly at

Paris. He was for some years director of the Italian
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opera, which, it is said, did not prosper under his

management. At the time of the coronation of Charles

the Tenth, he composed the music of a slight piece de

circonstance, called II Viaggio de Rheims ; and afterwards

produced a French opera, called Le Comte Ory, chiefly

taken from the above piece. About seven years ago he

brought out his admirable French opera, Guilleaume Tell,

the success of which, it might have been imagined,
would have excited him to further exertion. But he

appears, ever since that time, to have lived in a state of

total inactivity.

The present Italian composers are mere imitators of

Rossini
;
and are much more successful in copying his

defects than his beauties. They are, like him, full of

mannerism
;
with this difference, that his manner was

his own, while theirs is his. They occasionally produce

pretty melodies, a faculty possessed, to some extent, by

every Italian composer, however low his grade ; but, in

general, their airs are strings of common-place passages,

borrowed chiefly from Rossini, and employed without

regard to the sentiment and expression required by the

scene. Their concerted pieces are clumsy and inarti-

ficial
;
and their loud and boisterous accompaniments

show a total ignorance of orchestral composition. This

general description applies to them all. PACINI, MER-
CADANTE, BELLINI, and DONIZETTI are all alike

"
fortem Gyan, fortemque Cloanthum," and have not a

single distinctive feature.

The Italian vocal performers retain their pre-eminence ;

and there is now a constellation of artists who have

perhaps never been surpassed in genius and physical

power. Among these are Madame MALIBRAN, Signora

GRISI, and Signers RTJBINI, TAMBURINI, and LA-

BLACHE. But the style even of these great vocalists is

vitiated by the music they are accustomed to sing. As
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they cannot delight and affect their hearers by singing
airs destitute of beauty and expression, they resolve to

astonish by displays of voice and execution : and they
find this expedient succeed in gaining applause $

for the

vulgar, great as well as small, are fond of being asto-

nished. Sound musical taste, however, is gaining

ground everywhere but in Italy ;
and the composers

and singers of that country, unless they follow the pro-

gress of improvement, will, in all probability, soon find

no market for their talents beyond the Alps.

Were it not for the name of PAGAN INI, Italy could

hardly be said to possess, at present, any instrumental

music. He, indeed, is himself a host. Notwithstanding
the tricks, caprices, and eccentricities in which he in-

dulges, he is certainly, in power of execution, richness

of fancy, grace and beauty of style, and impassioned

expression, the greatest violinist of the age.
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CHAPTER XXI.

MUSIC IN FRANCE DURING THE LAST AND PRESENT CEN-

TURIES. BAMEAU. GRETRY. GLUCK. PICCINI. CHERU-

BINI. PRESENT STATE OF MUSIC IN FRANCE.

THE French have now an excellent school of music,

but it is of very modern date. Previous to the begin-

ning of the last century, LULLI is almost the only name

that deserves to be recorded in French musical history}

and when, besides him, we mention COTJPERIN and MAR-

CHAND, who were great organists, and LECLAIR, a

distinguished performer on the violin, we include almost

every eminent name that preceded the celebrated

Rameau.

JEAN PHILIPPE. RAMEAU was born in 1683; and,

though he became a very voluminous and popular dra-

matic composer, it is a remarkable circumstance that he

was fifty years of age when he produced his first opera. In

his younger days, his musical pursuits were directed chiefly

to the theory of the art; and the system contained in

his Trait^ de I'Harmonic, published in 1722, was almost

universally followed during the last century. This

system was 'more fully developed in another work, en-

titled Demonstration du Principe de I'Harmonic, published

by him in 1750; and it was afterwards exhibited in

a clearer and more philosophical form by the celebrated

D'Alembert, in his EUmens de Musique, published in

1752. The fallacy of this system, and its worse than

inutility in its application to practice, are now so gene-

rally recognised, that any account of it has become

unnecessary.

Rameau's first opera, Hippolite et Aricie, which ap-

peared in 1733, made a great impression on the public,
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and caused a violent feud between the partisans of Lulli

and those of Rameau. His music was much more

learned, and rich in harmony, than that of his prede-

cessor; but his airs were in a style which could be

tolerated only by a French ear of those days. They,

however, remained unrivalled in public favour for more
than forty years.

Soon after Rameau had overcome the partisans of

Lulli, he had to encounter an attempt to introduce

Italian music. In 1752 an Italian company appeared
at Paris, and performed Pergolesi's Serva Padrona in the

Opera-house. This delicious burletta made many pro-

selytes to Italian music
;
and another feud, more violent

than the former, commenced. The literati engaged in

the warfare; numerous pamphlets were written on both

sides, among which was Rousseau's masterly Lettre sur

la Musique Fran^aise, in which he espoused, with great

eloquence and force, the cause of the Italian school.

By way of answer, Rousseau was burnt in effigy at the

Opera-house door. After a violent struggle, which lasted

two years, the Italian performers were driven from Paris
;

an event triumphantly recorded in the periodical publi-

cations of the day.

In 1753, the appearance of Rousseau's Devin du Vil-

lage, the airs of which are in a pleasing ballad style,

began to give the French a taste for unaffected and

flowing melody. DUNI (who has been already men-
tioned as the rival of Pergolesi,) was the first Italian

composer who was successful in France. In 1758 he

began to produce a series of French comic operas,

which became popular. PHILIDOR and MONSIGNY

composed a number of comic operas, in the Italian

style, which still further influenced the national taste;

and the affections of the French were at last weaned

from Rameau by the operas of GRETRY.

2 D
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This pleasing composer was born at Liege in 1741.

After receiving the best musical education which that

place afforded, he went, at the age of eighteen, to

Rome, where he pursued his studies with great ardour

for eight years. He then went to Paris, and, in 1 768,

produced his first opera, Le Huron, founded on Vol-

taire's tale of that name, and written by Marmontel.

It was received with great applause ;
and his second

piece, Lucile, was still more successful. His popu-

larity soon became unbounded
;
and he produced about

thirty comic operas, which, for a time, excluded almost

all other music from the French theatres. *t Two of

them, Zemire et Azor, and Richard Coeur de Lion, were

adapted to the English stage, and rendered Gre"try's name

popular in this country. At the time of the Revolution,

he entered warmly into the spirit of the time, and com-

posed several of those airs which contributed so much to

heighten the excitement of the people. He was, how-

ever, a man of an amiable and irreproachable character,

and was generally beloved and respected. He died in

1813.

The airs in Gretry's operas are simple, elegant, ex-

pressive, and remarkable for the care with which the

music is adapted to the meaning and accent of the poetry.

To this department of his art he paid the utmost atten-

tion, and the observations upon it in his Essais sur la

Musique
* deserve the consideration of every vocal com-

poser. His orchestral accompaniments are thin, but

effective ;
and his best operas may still be listened to

with much pleasure. One of them, in particular, La

Caravane du Caire, continues to be a stock-piece at the

French opera.

* This work (published at Paris in 1797), though somewhat

disfigured by vanity and egotism, contains a great deal of valuable

and interesting matter. The author's autobiography is delightful.
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In 1774, GLUCK arrived in Paris, recommended to the

young queen by her brother, the Emperor Joseph. He

began his career in France with Orphee, a translation of

his Italian opera of Orfeo; and this was followed by

Iphigenie en Aulide, Alceste, and Armide. These pieces

were rapturously received by the Parisians, on account

of their forcible, energetic, and dramatic character. They
were applauded, too, by the partisans of the French

school, as being more in the French than the Italian

style. The cry was, that Gluck had revived the music

of the ancient Greeks, and was the only musician in

Europe who knew how to express the passions ;
and the

journals were filled with his praises, and with violent

attacks on the Italian music, when Piccini arrived in

1776.

The partisans of the Italian school immediately rallied

round Piccini. Marmontel, who, in consequence of his

predilection for the Italian style, had warmly supported

Gretry, for whom he had written several pieces, now
determined to do a similar service to Piccini. He resolved

to take Quinault's beautiful operas, clear them of epi-

sodes and superfluous details, and modernize their form

by the addition of airs, duets, monologues in accompanied

recitative, and chorusses, and then get them set to music

by Piccini. In this manner he re-composed the opera
of Roland, and set Piccini to work upon it. The Italian

composer did not know a word of French
;
and Mar-

montel, in his ardour, undertook the task of teaching
him. The account he gives of their course of study is

interesting and instructive.
"
Imagine," says Marmon-

tel, in his Memoirs,
" the trouble I had, in giving these

lessons. Line by line, word by word, I had everything
to explain ;

and when he had laid hold of the meaning of

a passage, I recited it to him, marking the accent, the pro-

sody, and the cadence of the verses. He listened eagerly ;

2 D2
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and I had the satisfaction to see that what he heard was

carefully noted down. His delicate ear seized so readily

the accent of the language, and the measure of the poetry,

that, in his music, he never mistook them. It was an

inexpressible pleasure to rne to see him practise, before

my eyes, an art, of which I had, till then, no idea. His

harmony was in his mind. He wrote his air with the

utmost rapidity ;
and when he had traced its design, he

filled up all the parts of the score, distributing the traits

of melody and harmony just as a skilful painter would

distribute, on his canvas, the colours, lights, and shadows

of his picture. When all this was done, he opened his

harpsichord, which he had been using as his writing-

table
;
and I then heard an air, a duet, a chorus, com-

pleted in all its parts, with a truth of expression, an

intelligence, a unity of design, a magic in the harmony,
which delighted both my ear and my feelings."

Roland was performed with great success, and obtained

the admiration of all, except the determined partisans of

Gluck. A furious war raged between the two parties.

The literati ranged themselves on either side. The press

groaned, and the journals teemed, with pamphlets and

dissertations, not more remarkable for zeal and violence,

than for entire ignorance of the subject. The friendly

intercourse of society was limited to the adherents of the

same party ;
and no door was opened to a visitor till it

was known whether he was a Gluckist or a Piccinist. It

was fortunate, however, for the cause of music, that each

of these eminent men had partisans sufficient to afford

him effectual support ;
and hence the works of both

were successfully performed.

Piccini's second opera, Atys, was not less favourably

received than Roland. But in his next essay, in which

he was brought into direct collision with his rival, he

was not so fortunate. The director of the opera had



PICCINI. CHERUBINT. 405

furnished each of the composers with a poem on the

same subject, "Iphigenia in Tauris." The piece given to

Gluck was full of the horrors which he could express

with so much energy; Piccini's was an inferior produc-

tion, and of a softer character. When they came to be

performed, Piccini's music appeared slight and feeble,

in consequence of the strong impression which had been

made by that of Gluck. This comparative failure, how-

ever, was compensated by the triumphant success of

Didon, the poem of which was written for Piccini by
Marmontel.

The rivalry of these great musicians, and even the

feud which it occasioned, were ultimately favourable to

the progress of French taste. The feud passed away;
while the public, from hearing the finest specimens of

the German and Italian school, became more and more

capable of feeling and appreciating the beauties of both.

From that time to the present, an uninterrupted series

of distinguished composers, both Italian and German,
have devoted their talents to the French lyric theatre,

and their labours have been successfully emulated by
native artists. Among the foreign composers, the most

distinguished are, Sacchini, Winter, Spontini, Rossini,

and Mayerbeer, all of whom have already been men-

tioned; and CHERUBINI, to whom the French school is

especially indebted for its present excellence. Though
born and educated in Italy, this great musician is natu-

ralized, by long residence, in France, where he has

produced his celebrated operas of Les Deux Journ&s,

Lodoiska, Elisa, and Anacreon, and several sublime com-

positions for the Church
;
and where his exertions have

contributed to theformation of one of the finest institutions

for musical education in Europe. Among the native dra-

matic composers, the most eminent are MEHUL, (the

favourite pupil of Gluck,) BERTON, CATEL, LE SUEUR,
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KRETJTZER, BOIELDIEU, and AUBER, all of whom have

produced works worthy to vie with those of their

Italian and German rivals. Boieldieu, whose death

took place last year, has produced a greater number of

popular pieces than any composer since Gretry. The

most fashionable composer of the present time is AUBER,
the author of Masaniello, Fra Diavolo, and other well-

known pieces.

The excellence of the French school of composition

is, as yet, almost confined to dramatic music. In church

music it possesses nothing but a few productions of

GOSSEC, LE SUEUR, and CHERUBINI
;
and France does

not appear to have given birth to a great organist since the

days of Couperin and Marchand. Neither is the French

school distinguished for composers of instrumental music.

The only name of eminence in this department, is that

of ONSLOW, whose quartets and quintets are ranked,

by many competent judges, immediately after those of

Haydn, Mozart, and Beethoven. The works of Handel,

however, and other German and Italian ecclesiastical

writers, as well as the orchestral compositions of the

Germans, are now regularly studied, and admirably

performed. The French can boast of a multitude of

great instrumental performers, particularly on the violin.

The names of KREUTZER, BAILLOT, RODE, LAFONT,
and DE BE RIOT, attest the excellence of the French

school in this respect. They are rich, too, in didactic

works on music. The various treatises of CHORON,
REICHA, and CATEL, on the science of harmony and

every branch of composition, and the books of instruc-

tions for singers and performers on all instruments,

drawn up under the direction of the Conservatory, are

in general use, not only in France, but in every other

country where music is cultivated.
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CHAPTER XXII.

THE ENGLISH GLEE. PRINCIPAL GLEE COMPOSERS. ENG-
LISH DRAMATIC MUSIC DURING THE PRESENT CENTURY.

THE Glee may be considered as peculiar to England.
Other countries may afford scattered specimens of this

description of music, but it is in this country only that

it has engaged the attention of the most distinguished

composers. Almost every English musician of eminence

has written Glees
;
and men of great genius have de-

voted themselves exclusively to their production. Hence
we are in possession of a body of vocal harmony, which

furnishes one of the most elegant and refined of our

social recreations.

The word Glee, as indicating a particular form of

musical composition, appears to have been first used in

a work published by Playford, in 1667, consisting of
"
Dialogues, Glees, Ayres, and Ballads, of two, three, and

four voices." Burney defines a Glee, in its original

sense to be,
" a song of three or more parts, upon a gay

or merry subject, in which all the voices begin and end

together, singing the same words:" and he adds,
" When subjects of fugue or imitation occur, and the

composition is more artificial than simple counterpoint,

it less resembles a Glee than a Madrigal, which it might
with more propriety be called, if the words are serious

;

for a serious Glee seems a solecism, and a direct contra-

diction in terms: the word Glee, in Saxon, German,
and English dictionaries, ancient and modern, implying

mirth, merriment, and, in old authors, music itself.
"

This

definition of the Glee, in its oldest form, seems correct,

and establishes the distinction between the cheerful Glee

and the Catch. Both were songs in three or more parts,
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upon gay subjects; but, in the one, the voices began
and ended together, while, in the other, they took up
their parts in succession. But Burney overlooks the

true distinction between the serious Glee and the Madri-

gal. The Madrigal was intended to be sung by the

whole of a convivial party, or as many as could make

any use of the music- books, which were handed round
the table

;
and this, which Morley describes as the

original mode of performing Madrigals, has been con-

tinued to the present time by the Madrigal Society.
When pieces were composed, in order to be sung by two,

three, or four persons, for the entertainment of the rest

of the company, they were called Dialogues, Catches,

and Glees, or two, three, or four part songs. This

species of vocal harmony of a single voice to each part,

at first chiefly confined to subjects of a lively character,

and of a simpler construction and more rhythmical

melody than the Madrigals, was found by degrees to be

adapted to a greater range of subjects, and capable of

more elaborate treatment; and hence the apparent

anomaly of the serious Glee. But a serious Glee could

not with propriety be called a Madrigal. There is this

essential distinction between them, that the one is a

piece of choral harmony, while the other is for single

voices. A Madrigal might (though with diminished

effect) be sung by single voices
;
but a Glee could not be

sung as a chorus. The apparent solecism in the phrase,

"serious Glee," is one of a thousand instances of a

word coming to receive an acceptation different from its

original meaning. Glee, as a musical term, means a

piece for three, four, or five single voices, unaccompanied

by any instrument, without reference to the subject of

the words. As this species of composition was more

and more cultivated, the subjects became more various;

and we have Glees of a pathetic, grand, and (as in the
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case of Webbe's unrivalled "When winds breathe soft,")

even devotional character.

Having already noticed the principal composers for

the church and the theatre who also cultivated Glee

writing, it remains to speak of some of the most distin-

guished of those who have chiefly or exclusively devoted

themselves to it.

About the middle, and in the latter part of, the last

century, there were a number of glee composers, whose

names are preserved by their beautiful and still popular

compositions. Among these were ATTERBURY, the

author of the charming round, "Sweet enslaver," and

the glee, "Lay that sullen garland by thee;" BAILDON,
author of "When gay Bacchus," and "Adieu to the

village delights;" DANBY, author of "When Sappho

tun'd," and "
Awake, ^Eolian lyre;" PAXTON, author of

"
Go, Damon, go,"

" How sweet, how fresh," and

"Breathe soft, ye winds;" and SPOFFORTH, author of
"
Hail, smiling morn,"

" Where are those hours," and
"
Lightly o'er the village green." To the same period

belong the compositions of Dr. HARRINGTON, of Bath,

among which the simple and elegant round,
" How great

is the pleasure;" the humorous catch, "Old Thomas

Day;" and the charming duet,
" Sweet doth blush the

rosy morning," have always enjoyed the greatest popu-

larity. DR. BENJAMIN COOKE, too, the eminent and

amiable organist of Westminster Abbey, will be long
remembered by his beautiful glees,

"
Hark, the lark at

heaven's gate sings," and " How sleep the brave."

The EARL OF MORNINGTON, the father of the Duke
of Wellington, is the author of several of our most beau-

tiful glees. He was born in 1720, and was remarkable,

when a child, for his musical precocity, of which a

number of instances are recorded by the Hon. Daines

Barrington. His father, who was a tolerable performer



410 EARL OF MORNINGTON. SAMUEL WEBBE.

on the violin, used to amuse the child, then in his

nurse's arms, by playing to him; and the boy took

great delight in papa's fiddling. Dubourg, an eminent

violinist of that day, being on a visit at the house, Mr.

Wellesley was handing him his violin, but the child

would not suffer him to take it till his little hands were

held. After having heard Dubourg, however, there was

still more difficulty in persuading him to let Dubourg
return the violin to his father; and the child would

never afterwards allow his father to play while Dubourg
was in the house. Among Lord Mornington's compo-

sitions, the most popular are the glees,
" Here in cool

grot,"
"
Gently hear me, charming maid,"

"
Hail, hal-

lowed fane," and "
Come, fairest nymph." His catch,

" Twos you, sir," is very lively and amusing.
SAMUEL WEBBE, the greatest of our glee composers,

was remarkable for his ardour in the pursuit of general

knowledge, and his great attainments as a linguist. He
was born in 1740. In 1794 he was appointed secretary

to the Noblemen and Gentlemen's Catch-Club, which

situation he held till his death, in 1817. He is the

author of above a hundred glees and part-songs, a great

number of which are of the highest excellence. His

"When winds breathe soft" is a musical picture full

of beauty, and of grandeur approaching the sublime.

Among his other productions,
" Hence all ye vain

delights," "The mighty conqueror of hearts,"
"
Discord,

dire sister,"
" Glorious Apollo,"

" If love and all the

world," "Thy voice, O harmony," "Come, live with

me,"
"
Swiftly o'er the mountain's brow," and the

" Ode on St. Cecilia," may be considered the greatest,

though there are many others hardly, if at all, inferior.

DR. CALLCOTT exceeds Mr. Webbe in the number,

and approaches him in the quality, of his glees. He
was born in 1766, and commenced his musical career at
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the age of eighteen, when he appeared as a candidate for

the prize given by the Catch-Club. In 1786, he was

admitted an honorary member of that club
;
on which

occasion he sent in, as a candidate for prizes, nearly a

hundred compositions ;
a proceeding which produced the

natural consequence of a resolution by the club limiting

the number of compositions from any one candidate, to

twelve. Callcott was rather unreasonably offended at

this, and declined, for a time, to write for the club;

but in 1782 he sent in twelve pieces, the full number

allowed, and gained all the prizes of the year, a cir-

cumstance unprecedented in the history of the club.

From that time till 1793, when the Catch-Club ceased

to give prizes, he contined regularly to send in com-

positions to the club, and gained a great number of

medals.

In 1787, he joined Dr. Arnold and a number of gen-

tlemen, both professional and amateurs, in founding the

Glee-Club, which held its first meeting at the Newcastle

Coffee-house on the 22nd of December of that year.

In 1800 he obtained the degree of doctor of music, at

Oxford. Soon after this time, his strength, both of body
and mind, began to give way under the excessive labour

to which he subjected himself. He was not only an

indefatigable composer, but an industrous teacher; and

he had also engaged in preparing materials for a musical

dictionary. Finding himself, however, unable to accom-

plish an undertaking of such magnitude, he wrote his

Musical Grammar; a little work in which the rudiments of

music are clearly and judiciously expounded. This was

his last work of any consequence. His faculties sank

under such unremitting exertions
;
and he spent several

years in a state of entire seclusion. His mind after-

wards recovered its tone, and he was again able to

mingle in society, and resume his professional pursuits.
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But this lasted but a short while: he relapsed into

mental imbecility, and died on the 15th of May, 1821.

A collection of his glees, catches, and canons, in two

volumes, was published in 1824, by his son-in-law, Mr.

Horsley, who has prefixed to it an ably written and very

interesting sketch of the composer's life. Nothing can

be more pleasing than the view which the biographer

gives of the character of his distinguished relative
;
and

its correctness is vouched by the esteem and affection

in which he was held by his professional brethren and

his numerous friends.
"

If Dr. Callcott," says Mr.

Horsley,
" was entitled to our admiration as a musician,

he had the strongest claim to reverence as a man. By
nature he was kind, gentle, and beneficent. He had no

enemies, he could have none. Violent and malignant

passions never found any place in his heart; but when-

ever troubled by the folly or indiscretion of mankind,
his sentiments on the occasion were always those of one

whose philosophy is excited by Christianity."

No glees are more popular, or in more general use

among amateurs, than those of Callcott. His style is

less elevated and profound than that of Webbe; but

he combines natural, pleasing, and frequently very

expressive, melody, with sound harmony and ingenious

contrivance. Some of his glees are slight, and appear

to have been hastily written
j

and others have been

produced when his imagination was not very active :

but a great many, the produce of his happier moments,
such as

" Queen of the valley,"
" The red-cross

knight,"
" In the lonely vale of streams,"

" The May-
fly," and " The friar of orders gray," are worthy of

all the admiration they have received. He composed
two or three songs, or cantatas, with orchestral accom-

paniments; one of which, "Angel of life," written for

the celebrated Bartleman, enjoyed unbounded popu-
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larity in the days of that unrivalled bass-singer, but has

hardly been attempted by any of his successors.

Some beautiful glees were produced between thirty

and forty years ago, by Mr. R. J. STEVENS, organist of

the Charter-house. Among these, the most remarkable

are " Some of my heroes are low,"
" Ye spotted snakes,"

"
It was a lover and his lass,"

" O mistress mine,"
" Crabbed age and youth," and " From Oberon in

fairy-land." These productions are exceedingly original,

and indicative of a rich and poetical fancy. Mr. STAF-

FORD SMITH, a pupil of Dr. Boyce, composed a number
of fine glees, about the end of the last century. His
" Return blest days," and " Blest pair of sirens," will

always hold a high place in English vocal music.

The reputation of the English school of vocal har-

mony is fully supported by the composers of the

present day. Mr. HORSLEY, by his beautiful and clas-

sical productions, has placed himself in the highest rank

of glee-writers. Mr. W. BEALE, among other excellent

works, has made one of the few successful attempts, in

modern times, to compose a madrigal. His "
Awake,

sweet muse," (which gained the prize-cup given by the

Madrigal Society, in 1813,) is worthy of the age of

Elizabeth. SIR JOHN ROGERS, the present president of

that society, and a dilettante of the highest attainments,

has produced several admirable compositions in this

style, which are full of invention and taste, and deeply
imbued with the spirit of " the olden time." Mr.

SAMUEL WEBBE, jun., Mr. JOLLY, organist of St.

Peter's chapel, and Mr. WALMISLEY, organist of St.

Martin's-in-the-Fields, are the authors of several ex-

cellent glees. Mr. BISHOP, though he has devoted his

talents chiefly to the theatre, has distinguished him.self

in this style of composition. SIR JOHN STEVENSON
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was a voluminous and popular glee-writer; but his

productions are of two flimsy a structure to be lasting.

,
The weight of the English school of dramatic music,

since the beginning of the present century, has rested

chiefly on the shoulders of Mr. BISHOP. From the

death of Storace, in 1796, to the commencement of Mr.

Bishop's career, in 1806, the composers for the theatre

were MAZZINGHI, REEVE, and BRAHAM. Paul and

Virgina, The Turnpike-gate, and several other operas,

were composed by Mazzinghi and Reeve jointly; and

the most favourite pieces in The Cabinet, The English

Fleet, Kais, and The Devils Bridge, were composed by
Braham. These operas contained many elegant and

pleasing airs, and were very popular for a time; but

they were unable to supersede the works of Arne,

Arnold, Storace, and Dibdin, which still kept their

place as stock-pieces in all our theatres. Bishop's first

productions at once established his reputation. During
a period of above twenty years he produced, in rapid

succession, a multitude of operas and other musical

pieces, almost all of which were more or less successful

and many of the meminently so. By adapting to the

English stage Mozart's Don Giovanni and Figaro, and

Rossini's Barbiere di Siviglia, he strengthened the

growing taste for foreign dramatic music, and created

that demand for Italian and German productions which

ultimately injured his own popularity. His opera of

Aladdin, which appeared at Drury-lane in 1826, at the

same time that Weber's Oberon was brought out at

Covent-garden, proved unsuccessful. Since that time

he has not produced any work of consequence; and a

supply of musical pieces has been obtained chiefly by
means of adaptations from the German and Italian

stage.
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The name of Bishop will always hold a high place in

the history of English music
;
but his permanent fame

will rest on his earlier works, on The Maniac; The

Knight of Snowdon ; The Virgin of the Sun; The Miller and

his Men ; and The Slave. In these admirable operas we
find pure, expressive, and forcible English melody, com-

bined with the depth and solidity of the German school.

They contain many scenes and concerted movements

worthy of Mozart
;
and their rich and varied, yet chaste

and unobtrusive, orchestral accompaniments, are in the

style of that master. All Bishop's pieces, indeed, con-

tain traits of genius, and passages worthy of a great

artist; but, in many of them, these are very thinly

scattered. In truth, he did injustice to his own fame by
the excessive haste and rapidity with which he wrote.

Holding the situation of composer and director of the

music in Covent-garden theatre, he seems to have con-

sidered it his first duty to supply, as far as he could,

the insatiable demand for novelty ; and, for a succession

of years, he produced five, six, seven, and eight musical

pieces annually. Having thus tasked himself to write

unceasingly, regardless of the will of Minerva, and with-

out considering whether or not he was in the vein, it is

not surprising that he should have filled his scores with

crudities and common- places, alike unsatisfactory to

the learned and unlearned. He thus lowered the cha-

racter of English music, more especially when contrasted

with the works of Mozart, Rossini, Weber, Winter,

Pae'r, and other foreign masters, with which the public
was daily becoming better and better acquainted. Still,

however, his early and classical works are a sufficient

basis for a high and lasting reputation j and, if the rich

stores of the older English music are ever again resorted

to, these works will not be overlooked.

There is some appearance of the English school of
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dramatic music being raised from its present state of

depression. Mr. BARNETT'S opera of The Mountain Sylph,

brought out last season at the English Opera-house, has

been performed, we believe, more than a hundred times,

to crowded audiences. Mr. LODER'S Nourjahad has also

had a considerable run
;
and Mr. THOMSON'S Hermann,

though, in consequence of the faults of the drama, and a

very defective performance, it was less successful than

these other pieces, was not inferior to them in musical

merit.

The system of adapting foreign, operas to the English

stage is still pursued; and we should be sorry to see it

discontinued, were it carried on with judgment and dis-

cretion. Its effect has been to improve the public taste,

and to stimulate our native artists to exertion. But

the pieces recently introduced belong to the present

degenerate Italian school : the managers of our theatres

having been tempted, by the applause which these pieces

received at the Italian Opera-house, without consider-

ing that this applause was bestowed, not on the insipid

music, but on the florid and brilliant execution of the

Italian performers, which our singers (with one or two

exceptions,) cannot imitate without making themselves

ridiculous*. The success of these pieces, therefore, has

by no means answered the expectations with which they
were brought out; and thus the evil will probably bring
its own remedy. It is common to accuse the English

public of an unjust preference of foreign artists, to the

neglect of native talent. We cannot discover any

ground for this charge. We do not know an instance

of a foreign opera, produced in an English dress,

* This is not said disparagingly. The art of embellishing an

air with chaste and elegant ornaments is quite different from that

of covering it all over with gaudy frippery, and is acquired by a

very different course of study.
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having gained unmerited popularity, or of an English

opera having suffered unmerited neglect. The English

public have naturally preferred masterly works, imported
from abroad, to crude, hasty, and shallow pieces pro-
duced at home; and now they show themselves equally

ready to prefer an excellent opera of Barnett to a poor one

of Mercadante. Let our dramatic composers study their

art assiduously and deeply; let them write with a view

to permanent reputation as well as present gain; and

they will have nothing to fear from foreign rivals.

2 E
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MR. JOHN CRAMER, in the preface to the last edition of

his invaluable Studio per il Piano-forte, says, that "
it is

not unreasonable to suppose that our hereditary ac-

quaintance with, and the frequent performances of,

Handel's works, have, in this country, offered an effectual

resistance to the evil influence of the florid and vitiated

style of the modern Italian school, which has been so

unfortunately and perniciously diffused over the whole

Continent; for nowhere are Handel's works so well

understood, and so well performed, as in England."
This remark, though expressed in general terms, is

especially applicable to the subject of which the writer is

treating, the style of composition for, and performance

on, the piano-forte; and it is gratifying to have such

conclusive testimony to the superiority of English taste

in this great branch of instrumental music.

The harpsichord, the precursor of the piano-forte, did

not possess the powers, or attain the importance, of the

latter instrument. There was little music written ex-

pressly for the harpsichord by composers of the first

class; and by them it was used as subsidiary to the

organ. The first remarkable compositions for the harp-
sichord are those of FRESCOBALDI, who flourished about

the middle of the seventeenth century, and who was

also the greatest organist of his day. When we add

to his pieces those of Domenico Scarlatti, Handel,
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Sebastian and Emanuel Bach, Paradies, and a few

minor composers, we have all the harpsichord music, of

any consequence, that preceded the time of the celebrated

dementi, the father of the piano-forte. As soon as it

became known, its powers of sostenuto and expression, of

which the harpsichord was destitute, led to the abandon-

ment of that instrument.

MUZIO CLEMENTI was born at Rome in 1752. He
was brought to this country when little more than a

boy; and, having resided in England during almost the

whole of his long life, may be looked upon as an English
musician. He had made considerable proficiency in

music before his arrival
;
but it was in this country that

he prosecuted those studies which raised him to the

summit of his art. He was indefatigable in the study of

the works of Corelli, Alessandro and Domenico Scar-

latti, Handel, and Sebastian Bach, and the harpsichord
lessons of Paradies, then very popular in England. He
became, by the common consent of the whole musical

world, the greatest performer on the piano -forte of his

time; and, though, in his latter years, he was rivalled

by younger men, he has never yet been surpassed.

Indeed, he may be said to be the founder of the modern

school of the piano-forte, not only by means of the great

players whom he has instructed, but by his works, which

have been studied throughout Europe. John Cramer,

Field, of Petersburg, and several eminent foreign per-

formers, were his pupils; and many of the first pianists

of the age (including Beethoven himself) have acknow-

ledged that they had, in a great measure, formed them-

selves on his works, dementi died in 1833, full of

years and honours, due not only to his exalted station

as an artist, but to his high intellectual and moral

qualities as a man.

Of JOHN BAPTIST CRAMER we have already had

2 E 2
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occasion to speak. He, too, though a foreigner by birth,

is an English musician. He was brought to this country
in his childhood, by his father, William Cramer, of

Manheim, the celebrated violinist, about the year 1772;

and (with the exception of occasional visits to the Con-

tinent) lived constantly in England till the present year,

when he retired from the exercise of his profession, and

fixed his residence at Munich. He was a pupil of de-

menti; but many of his peculiar beauties (in so far as

they can be ascribed to anything but his own genius,)

were derived from his assiduous study of the music of

Mozart.

To the labours of Clementi and Cramer, aided by their

younger coadjutor, Moscheles, must, in a great measure,

be ascribed the comparative purity of the English school

of the piano-forte. Their admirable didactic works are

a body of studies in which nothing is wanting that is

requisite to form a finished player: and they all lay the

foundation of their instructions in the works of the old

masters. Students thus imbued with solid knowledge
and good taste, are in little danger of being corrupted

by the shallow and frivolous style which, springing from

Vienna and Paris, is spreading itself over Europe. Our

principal public performers, Mrs. ANDERSON, NEATE,

POTTER, and BENNETT, and a great number of excellent

teachers, not only in London, but all our principal towns,

belong to the school of these great masters, and follow

their footsteps in tuition. The florid and showy style,

fashionable at Vienna and Paris, has its votaries here

also
;
but their number is comparatively small, and does

not seem to be increasing.

The organ, the noblest of instruments, is successfully

cultivated in England. Our organists rival those of

Germany, and are very superior to those of any other

country. The low state of the organ in France is ad-
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mitted by French writers themselves; and the Italian

organists profane their churches, and degrade the instru-

ment, by playing upon it, by way of voluntaries, marches,

waltzes, and overtures of operas. In England, the

dignity of the organ has been sustained by the purity of

our ecclesiastical school of music. Our chief composers
for the church, down to the present day, have been

masterly performers on the organ : and, owing to the

example and influence of SAMUEL WESLEY, (the Sebas-

tian Bach of the organ,) and other great organists of the

metropolis, the cathedrals and churches, throughout the

kingdom, are supplied with organists who are not only
able performers, but sound and enlightened musicians.

They are generally musical instructors
;
and it is owing

to them that (as John Cramer has said) the works of

Handel are nowhere so well understood and performed
as in England.
The composition of instrumental music, either for a

full orchestra, or in the form of concerted pieces for

instruments, has not yet been successfully cultivated

in England. We have no symphonies, quartets, or

quintets, that have attracted attention even among
ourselves

;
and our dramatic composers, though some of

them are able to employ the orchestra effectively as an

accompaniment, hardly ever fail, in their overtures, to

show their deficiency in instrumental composition. To
excel in this branch of the art demands a depth and

variety of knowledge, and a command of the resources

of harmony, which, till very lately at least, has been

unattainable by the imperfect means of education which

England has furnished to musical students
;
and they

have, moreover, to contend with the stupendous works

of the German school, the excellence of which appears
to the public, as well as to themselves, to be unapproach-
able. This produces the double disadvantage of de-
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pressing their own energies, and of preventing their

productions from having an indulgent, or perhaps even

a fair, hearing. If a symphony, an overture, or a quartet,

by a native aspirant for piusical honours, is performed
in public, the question ought to be, not whether it is

comparable to the works of Haydn, Mozart, or Beethoven,

but whether it contains sufficient originality, ingenuity,

learning, and beauty to please, in spite of the defects

incident to youth and inexperience, and to give good
assurance of future excellence. There is even more

pleasure in listening to music of this description, and in

contributing, by liberal approbation, to the encourage-
ment of rising talent, than in enjoying the most consum-

mate work of the greatest master. The most severe and

captious criticism proceeds from inferior artists and

superficial amateurs; while the most eminent and

accomplished musicians show alacrity in discovering

beauties, and in putting the kindest construction on the

existence of faults. Our musical students have now the

means of ample instruction; and its fruits are apparent
in recent instrumental compositions of such merit as to

show that their authors, if encouraged to persevere, are

capable of raising the English school to distinction even

in this arduous department of the art.

England has produced few great performers on the

violin. The uninterrupted succession of great solo-

players, from Italy, Germany, and France, appears to

have prevented our countrymen from cultivating the

violin further than as an orchestral instrument. Our

only native violinist, of high and established reputation

as a concerto-player, is MORI, a pupil of Viotti, and one

of the preservers of his pure and admirable school. As

an orchestral leader, FRANCOIS CRAMER has long held

the first place; and WEICHSELL, MORI, and LODER of

Bath, are also highly distinguished in this respect.
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Among our younger violinists, BLAGROVE has distin-

guished himself by his talents both as a solo-player
and a leader. As a violoncellist, LINDLEY has, for many
years, been unrivalled for richness and beauty of tone,

amazing power of execution, and skill and judgment as

an orchestral player. In DRAGON ETTI, we possess the

greatest master of the double-bass that has ever existed
;

and in NICHOLSON, WILLMAN, COOKE, MACKINTOSH,

HARPER, PLATT, and others, we have a body of per-

formers, on wind instruments, not to be equalled in

Europe.
It is a prevailing custom among foreigners, and too

common among ourselves, to undervalue the English
school of singing. It has already been seen, however,

what was the opinion of the candid and liberal Weber
on this subject ;

and it may be added, that the English

singers, in general, have the advantage over the Italians,

of being sound and accomplished musicians. Mrs. BIL-

LINGTON was one of the finest performers on the piano-

forte of her day; Mrs. DICKONS was remarkable, even

in her childhood, for the manner in which she played
the most difficult compositions of Bach and Handel

; and

Miss PATON (now Mrs. WOOD) had become a finished

piano-forte player before she devoted herself to vocal

music. BARTLEMAN, the greatest bass-singer that

England has produced, owed much of the grandeur of

his style to his profound knowledge of the most sublime

compositions of every age and country. The wonderful

versatility of BRAHAM, who is alike unrivalled in all

descriptions of music, from the divine strains of Handel

to a popular ballad, is derived from the extraordinary
extent and depth of his musical learning. HORN is the

author of many vocal pieces, remarkable not only for

their beauty, but the masterly style in which they are

written. BELLAMY, VAUGHAN, KNYVETT, E. TAYLOR,
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HORNCASTLE, SAPIO, PHILLIPS, SEGUIN, PARRY, MRS.

KNYVETT, MADAME VESTRIS, MRS. SEGUIN, Miss

'MASSON, and Miss CLARA NOVELLO are excellent mu-
sicians as well as distinguished vocalists

; and, indeed,

there is scarcely one of our singers of any pretensions

who would not be ashamed of the ignorance fre-

quently betrayed by eminent Italian vocal performers.

Since the retirement of Miss Stephens, and the ab-

sence of Mr. Braham and Mrs. Wood, our stage has

been deficient in vocal strength ;
but it has been power-

fully reinforced by the appearance of several young

performers of great talent. Our present singers would be

fully adequate, if united in one body, to the performance
of the best and most arduous dramatic music

;
but they

are divided among a number of theatres, not one of

which, consequently, is able to get up an opera in a

satisfactory manner. If we had in substance what we
have in name an English Opera-house a theatre

dedicated to the performance of the national musical

drama, while the other theatres divided among them-

selves the other departments of the stage, we might

expect not only to have operas, but every kind of dra-

matic entertainment, better performed than at present,

when each theatre, endeavouring to grasp at everything,
maintains a motley, but numerous and expensive com-

pany, whose strength can never be brought into com-

bined action, and the separate sections of which are

incompetent to do anything well.

The principal institutions in London for the advance-

ment of music are, the Concert of Ancient Music, the

Philharmonic Society, the Royal Academy of Music,

the Vocal Society, and the Society of British Musicians.

The CONCERT OF ANCIENT Music was established

in the year 1776, for the purpose of preserving, by
means of regular performance, the great works of the
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older masters, which might otherwise, through the

desire of novelty, be allowed to fall into oblivion. This

institution is under the immediate direction of a body
of noblemen, and has always engaged the highest pa-

tronage, which, upon the whole, it has merited. The

orchestra, vocal and instrumental, embraces the greatest

talent that can be obtained
;
and some of the magnifi-

cent compositions of the last two centuries are heard at

these concerts in all their grandeur. But their manage-
ment is now liable to the charge of want of energy,

activity, and research. No trouble is taken to bring
to light the innumerable gems that lie hid in the vast

stores of ancient music; and the performances consist

of little more than a monotonous repetition of a few

pieces of Handel and other masters, which have become

familiar to everybody who has the slightest know-

ledge of music. This is a perversion of the object of the

institution, and a mere waste of the ample means at its

disposal.

The PHILHARMONIC SOCIETY was established in

1813, by a number of the most eminent members of the

musical profession, for the improvement of the highest

class of instrumental music, by means of the study, and

public performance, of the symphonies, overtures, quar-

tets, and other concerted instrumental pieces of the

greatest masters. It is a law of this society that the

profits derived from its concerts shall be applied to the

purposes for which the institution was formed, and

never to the personal emolument of the members.

Vocal music forms a part of the concerts, not as be-

longing to the objects of the institution, but as being

necessary to make them attractive to a public audience.

The society is carried on with great spirit and success.

It has formed an orchestra comprising a splendid

assemblage of talent, and universally admitted to be
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at least equal, if not superior, to any orchestra in

Europe ;
and it has created a taste for the great sym-

phonies, and other instrumental works of Haydn, Mo-

zart, Beethoven, Cherubim, Spohr, &c., which were

previously unknown in England.
The ROYAL ACADEMY OF Music, formed upon the

plan of the British Institution for the encouragement of

Painting, was established in 1823, with the object of

promoting the cultivation of music among the natives

of this country, and of affording the means of complete
instruction in the art to a limited number of pupils.

The regular students (who, before being admitted,

must show some aptitude for music,) board in the house

of the institution, and, besides their musical tuition,

receive instructions in some of the more essential

branches of general education. There are also extra

students, who do not board in the house, and pay for

their tuition according to a higher rate than the regular

students. This institution has been successfully and

beneficially conducted. Several of the original students

have already attained distinction in their profession ;

and, from the talent exhibited at the public concerts of

the academy, there is every reason to believe that some

of the present pupils will do honour to their alma mater.

The pieces performed at these concerts, however, seem

to indicate a somewhat exclusive preference of theatrical

music and of the foreign schools; but music chosen

with the view of attracting an audience, does not,

perhaps, give a just idea of the private studies and

practice of the pupils.

The VOCAL SOCIETY, founded in 1832, is an asso-

ciation of the most eminent vocal performers in the

metropolis, for the cultivation of vocal music. They
admit music of every denomination, whether ancient or

modern, sacred or secular, foreign or English, provided
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it is of a high degree of excellence
;
and bestow the

utmost care upon the correctness and purity of its

performance. As might he expected, they give peculiar

attention to some branches of music which have expe-

rienced unmerited neglect, particularly the madrigals of

the sixteenth and seventeenth centuries, and the works

of Purcell and other old English masters. The concerts

of this society afford a most classical and elegant enter-

tainment, and have already had a beneficial influence on

the public taste.

The SOCIETY OF BRITISH MUSICIANS is as yet in

its infancy, having been established in 1834. Its object

is the advancement of native talent in composition and

performance ;
and its prospectus thus states the views

with which it has been formed :

" In an age like the present, so zealous in exertions

for the advancement of the liberal arts and sciences, and

in a metropolis so abundant in institutions to promote
that desirable object, it is an extraordinary fact, that

British music alone has escaped attention British

musicians alone have hitherto been destitute of the

advantages such institutions are calculated to afford.

While the Royal Academy of Arts, and various other

establishments, have shed their fostering influence on

painting, sculpture, and their tributary arts, the British

musician has been left to his unaided endeavours to

combat the unjust prejudices of the unthinking, and to

compete with the composers of Continental Europe,

provided as they are with every assistance necessary for

the development of their genius and the display of their

talents. The overwhelming preponderance of foreign

compositions in all musical performances, while it can

scarcely fail to impress the public with the idea that

musical genius is an alien to this country, tends also to

repress those energies, and to extinguish that emulation
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in the breast of the youthful aspirant, which alone lead

to pre-eminence. With a view to supply this deficiency
in our public institutions, to encourage the cultivation

of the higher branches of the art and science of music,

and to rescue merit from obscurity, by affording to all

British musicians the means of improvement and

publicity this Society has been established."

A society with such objects as these cannot fail to

have the best wishes of every lover of British music.

Its first series of concerts has been well attended by the

public, and has exhibited proofs of considerable, indeed,
in some instances, great, talent among the members.
The policy of excluding from the society all musicians

but natives of Great Britain, and from its concerts all

music but the compositions of its members, seems, at

least, questionable. But the working of the institution

will, in a little time, show the tendencies of its regula-

tions
;
and where errors are found to have been com-

mitted, they will doubtless be corrected.

The improvement of music, in all its branches, is

much promoted by numberless societies, clubs, and

other associations of a private nature, both in the

metropolis and the provinces. These form a bond of

union, mutually advantageous, between the professional

musicians and the amateurs, by establishing among
them a social intercourse, and combining them for an

object equally interesting to all, the cultivation of the

art to which they are all attached.

An effect of this improvement, and, at the same time,

a cause of its further progress, is the increased stimulus

which it has given to the publication of valuable and

inportant musical works. The splendid publications of

Mr. Novello, particularly his great selection from the

ecclesiastical works of the old Italian masters, published
under the title of The Fitzwilliam Music, his collections
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of the masses of Haydn and Mozart, and his voluminous

edition of the works of Purcell, are evidences, not only

of the zeal and talent of this eminent musician, but of

a degree of enterprise which would have exceeded the

bounds of prudence, unless warranted by the spirit of the

time. The recent edition of The Messiah, in full score,

including the additional accompaniments of Mozart, and

of some of Handel's other works
;
Mr. Edward Taylor's

English edition of The Last Judgment of Spohr ;
the new

and improved edition of The Creation, lately produced
under the superintendence of Neukomm

;
the publication

of that composer's oratorios of Mount Sinai and David;
the translation of the theoretical works of Albrechts-

berger ;
and the fine edition of the works of Beethoven

now in progress under the superintendence of Mos-

cheles, form but a part of the works of magnitude
which have appeared within these very few years. The

Harmonicon, a monthly journal, commenced in 1823,

and continued for ten years, has contributed greatly to

the diffusion of musical taste and knowledge, and forms

a record of the present state of music throughout the

world, which will be of the utmost value hereafter to

historians and other writers on the art. It has been

succeeded by The Musical Library, which furnishes the

public with a monthly selection of the most classical

compositions of every school, with the musical intelli-

gence of the day, and much sound and judicious cri-

ticism. The elegance of this work entitles it to the

attention of the highest classes, and its cheapness brings
it within the reach of every one whose taste has received

any degree of cultivation. The same observations may
be applied to The Sacred Minstrelsy-, a publication which

has just been completed in monthly numbers, and con-

tains a body of sacred music, judiciously selected from
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the works of the greatest English and foreign masters,

and skilfully adapted to popular sue.

The diffusion of a taste for music, and the increasing
elevation of its character, may be regarded as a national

blessing. The tendency of music is to soften and purify

the mind. The cultivation of a musical taste furnishes

to the rich a refined and intellectual pursuit, which

excludes the indulgence of frivolous and vicious amuse-

ments, and to the poor, a " laborum dulce lenimen," a

relaxation from toil, more attractive than the haunts of

intemperance. All music of an elevated character is

calculated to produce such effects
;
but it is to sacred

music, above all, that they are to be ascribed. Music

may sometimes be the handmaid of debauchery; but

this music never can. Bacchanalian songs and glees

may heighten the riot of a dissolute party; but that

man must be profligate beyond conception, whose mind

can entertain gross propensities while the words of

inspiration, clothed with the sounds of Handel, are in

his ears. In the densely peopled manufacturing dis-

tricts of Yorkshire, Lancashire, and Derbyshire, music

is cultivated among the working classes to an extent

unparalleled in any other part of the kingdom. Every
town has its choral society, supported by the amateurs

of the place and its neighbourhood, where the sacred

works of Handel, and the more modern masters, are

performed with precision and effect, by a vocal and

instrumental orchestra consisting of mechanics and

work people : and every village church has its occa-

sional holiday oratorio, where a well-chosen and well-

performed selection of sacred music is listened to by a

decent and attentive audience of the same class as the

performers, mingled with their employers and their

families. Hence the practice of this music is an ordinary
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domestic and social recreation among the working classes

of these districts
;
and its influence is of the most salu-

tary kind. The people, in their manners and usages,

retain much of the simplicity of "the olden time/' the

spirit of industrious independence maintains its ground

among them, and they preserve much of their religious

feelings and domestic affections, in spite of the demora-

lizing effects of a crowded population, fluctuating em-

ployment, and pauperism. Their employers promote
and encourage so salutary a recreation, by countenancing,
and contributing to defray the expenses of their musical

associations
;
and some great manufacturers provide

regular musical instruction for such of their work-people
as show a disposition for it. "It is earnestly to be

wished," says a late writer,
" that such an example were

generally followed, in establishments where great num-
bers of people are employed. Wherever the working
classes are taught to prefer the pleasures of intellect, and

even of taste, to the gratification of sense, a great and

favourable change takes place in their character and

manners. They are no longer driven, by mere vacuity

of mind, to the beer-shop ;
and a pastime, which opens

their minds to the impressions produced by the strains

of Handel and Haydn, combined with the inspired poetry

of the Scriptures, becomes something infinitely better

than the amusement of an idle hour. Sentiments are

awakened which make them love their families and their

homes
;

their wages are not squandered in intemperance ;

and they become happier as well as better."

In every class of society the influence of music is

salutary. Intemperance may be rendered more riotous

and more vicious by the excitement of loose and profane

songs, and music may be an auxiliary to the meretricious

blandishments of the stage. But the best gifts of nature

and art may be turned to instruments of evil
-,
and music,
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innocent in itself, is merely abused when it is conjoined

with immoral poetry and the allurements of pleasure.
"
Music," says Burney,

"
may be applied to licentious

poetry; but the poetry then corrupts the music, not the

music the poetry. It has often regulated the movements

of lascivious dances
;
but such airs heard, for the first

time, without the song or dance, could convey no impure
ideas to an innocent imagination : so that Montesquieu's
assertion is still in force, that ' Music is the only one of

all the arts which does not corrupt the mind.'
"

THE END.

LONDON ; JOHN W. PARKER, WEST STIUNI*.
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SCOTLAND, and of the ISLE of MAN ; descriptive of the

Scenery, and illustrative of the progressive Revolution in the

Economical, Moral, and Social Condition of the Inhabitants of those

Regions. By LORD TEIGNMOUTH. Two Vols., with Masp.
21s. 1
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THE NATIONAL CHURCH A NATIONAL BLESS-
ING. By the Rev. WM. DEALTRY, D.D., F.R.S., Chancellor

of the Diocese of Winchester. 2s. 6d.

ORIGINAL FAMILY SERMONS; contributed by up-
wards of ONE HUNDRED AND FIFTY DIVINES OF
THE ESTABLISHED CHURCH. Complete in Five Volumes,
at 6s. Gd. each, or in Parts, at Is. each.



THE MILITARY PASTOR; a Series of PRACTICAL
DISCOURSES, addressed to SOLDIERS; with PRAYERS
for their Use. By the Rev. JOHN PARKER LAWSON,
M.A. 5*. 6d.

SERMONS on some LEADING POINTS of CHRISTIAN
DOCTRINE. By the Rev. JOHN BOYLE. In the Press.

FIRST SUNDAYS at CHURCH, or FAMILIAR CON-
VERSATIONS on the MORNING and EVENING SERVICES
of the CHURCH of ENGLAND. By the Rev. J. E. RIDDLE,
M.A. 3. 6d.

A DAILY PRAYER BOOK, for the USE of FAMILIES
and SCHOOLS. By J. T. BARRETT, D.D., Rector of Beauchamp,
Essex. 1*. 6d.

OFFICE for the VISITATION of the SICK; with Notes
and Explanations by WILLIAM COXE, M.A., Archdeacon of

Wilts. Is. 6d.

DISCOURSES ON REPENTANCE; by the Rev. T. AIN-
GER, M.A., Assistant Minister of St. Mary, Greenwich. 2*. 6d.

CHRISTIAN RESPONSIBILITIES; arising out of the
recent CHANGE in our WEST INDIA COLONIES. Four
Discourses, by the Rev. EDWARD ELIOT, B.D., Archdeacon
of Barbadoes. 3s.

A DISCOURSE ON DEATH; with APPLICATIONS of
CHRISTIAN DOCTRINE. By the Rev. HENRY STEB-
BING, M.A. 4s.

THE IMAGERY AND POETICAL ORNAMENTS of
the BOOK of PSALMS, and the MODES OF USING THE PSALTER,
from the earliest to the present Time. By the Rev. GEORGE
HENRY STODDART, A.M. 2s. Gd.

PSALMS AND HYMNS FOR PUBLIC WORSHIP;
Selected and Revised by the Rev. J. E. RIDDLE., M.A. Fine

Paper, gilt edges, 2s. ; Cheap Edition, Is.
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SACRED MINSTRELSY ; a COLLECTION of SACRED
MUSIC, from the best works of the Great Masters, arranged as

Solos and Concerted Pieces, and with ACCOMPANIMENTS for the

PIANO-FORTE or ORGAN. Complete in Two Handsome Folio

Volumes, 21. 2s., Half-bound; or in Nos., I. to XXIV., at Is. Qd.

THE BRITISH MONTHS, a POEM, in TWELVE PARTS.

By RICHARD MANT, D.D., M.R.I.A., LORD BISHOP OP DOWN
AND CONNOR. In Two Pocket Volumes, 9s.

THE RELIQUARY; by BERNARD and LUCY BAR-
TON; with a PREFATORY APPEAL for POETRY and POETS. A
pocket Volume. 3s. Qd.

ROSE-BUDS RESCUED, AND PRESENTED TO MY
CHILDREN. By the Rev. SAMUEL CHARLES WILKS,
M.A. 4s. 6d.

ISHMAEL ; the SEATONIAN PRIZE POEM for 1835. By the

Rev. THOMAS E. HANKINSON, M.A., of Corpus Christi

College, Cambridge. Is.

DISSERTATIONS ON THE EUMENIDES OF
LUS, with the Greek Text, and Critical Remarks. Translated from
the German of C. 0. MULLER. 9s. Qd.

SCHLEIERMACHER'S INTRODUCTIONS TO THE
DIALOGUES of PLATO; Translated from the German, by
WILLIAM DOBSON, M.A., Fellow of Trinity College, Cam-

bridge. 12s. Qd. 259

CONVERSATIONS AT CAMBRIDGE; including among
others, the following :

.S. T. COLEHIDOE at Trinity, with unpublished SPECIMENS of his Table-Talk. The
Poet WORDSWORTH and PROFESSOR SMYTH- -KIRKK WHITE and the Johnians,

with some Account of his last Days. THOMAS BABINOTON MACAULAY, with

Records of the Union. (RAY and MASON a Summer-Day with the Muses.

PHAED and his " Chansons."- EDWARD LYTTON BULWER, and T. M. COWLEY
and his Friend WILLIAM HERVEY. The History of a LOST STUDENT, taken down
from his own lips. The Poet COWPER, and his BROTHER of Beuet. SIDNEY

WALKER and JOHN MOULTRIE. The DESTRUCTIVES of 1643 ; OLIVER CROMWELL at

Cambridge. One Hour with HENRY MARTYN, and a Glance at the present state o

Religious Feeling in the University. A Word with PROFESSOR SEDOWICK, upon the

Studies of the University.
Price 6s.



POSTHUMOUS RECORDS OF A LONDON CLERGY-
MAN ; edited by the Rev. J. HOBART GAUNTER, B.D. 7*.

INTRODUCTORY SKETCH.
A FEMALE NARCISSUS.
THE CONDEMNED.
THE AFFLICTED MAN.

THE GAMBLER.
THE WIDOW.
THK HYPOCHONDRIAC.
THE PARVENU.

THE FORTUNE-TELLER.
THE SISTERS.

AND
THE Two FRIENDS.

LIGHT IN DARKNESS; or the RECORDS of a VIL-
LAGE RECTORY. 3s. 6d.

THE VILLAGE.
THE RETIRED TRADESMAN.
THE GOOD AUNT.

THE VILLAGE SCHOOLMASTER.
THE VILLAGE APOTHECARY.
THE DESERTED WIFE.

THE FAMILY AT THE HALL ; or, PRIDE AND POVERTY.

MUSICAL HISTORY, BIOGRAPHY, AND CRITICISM;
being a GENERAL SURVEY of Music from the earliest period to

the present time. By GEORGE HOGARTH. 7s. 6d.

HISTORY OF THE CRUSADERS, by THOMAS
KEIGHTLEY, Esq. Two Volumes, with Engravings, 11*.

THE HISTORY OF MOHAMMEDANISM, and the PRIN-
CIPAL MOHAMMEDAN SECTS. By W. C. TAYLOR,
LL.D., M.R.A.S., &c. With Engravings, 5s. 6d.

THE LIFE OF SIR WILLIAM JONES, by the late

LORD TEIGNMOUTH; with Notes, Selections from his Works,
and a Memoir of his Noble Biographer. By the Rev. SAMUEL
CHARLES WILKS, M.A. Two Volumes, with Portraits, 10*. Gd.

LIVES OF EMINENT CHRISTIANS; containing the
Lives of BISHOP WILSON; ARCHBISHOP USHER; DR. HAMMOND;
JOHN EVELYN ; BERNARD GILPIN ; PHILIP DE MORNAY ; BISHOP
BEDELL; and DR. HORNECK. By the Rev. R. B. HONE, M.A.
Two Volumes, with Portraits, 9s.

LIVES OF SACRED POETS: with an INTRODUCTORY
SKETCH of SACRED POETRY; and the Lives of GEORGE
WITHER, FRANCIS QUARLES, GILES FLETCHER, GEORGE HERBERT,
RICHARD CRASHAW. By R. A. WILLMOTT, Esq., Trinity
College, Cambridge. With Portraits, 4*. (td.



NEWTON AND FLAMSTEED; REMARKS on an
ARTICLE in No. CIX. of the QUARTERLY REVIEW. By the Rev
WILLIAM WHEWELL, M.A., Fellow and Tutor of Trinity

College, Cambridge. Is.

HEBREW CHARACTERS DERIVED FROM HIERO-
GLYPHICS; the Original Pictures applied to the Interpre-
tation of Words in the Sacred Writings. By JOHN LAMB,
D.D., Mast. Corpus Christi College, Cambridge. 8. 6d.

By the same Author,

THE TABLE OF ABYDOS, correctly interpreted, COR-
ROBORATIVE of the CHRONOLOGY derived from the

SACRED WRITINGS. 2s. 6d.

A DISCOURSE on the STUDIES of the UNIVERSITY
of CAMBRIDGE. By PROFESSOR SEDGWICK, M.A.,
F.R.S., &c. 4s.

THE STUDY OF MATHEMATICS AS CONDUCIVE
TO THE DEVELOPEMENT of the INTELLECTUAL
POWERS ; with some Remarks on an Article in the last Number
of the Edinburgh Review: a Terminal Lecture delivered before

the UNIVERSITY of DURHAM, by the Rev. TEMPLE
CHEVALLIER, B.D., Professor of Mathematics in that Uni-

versity. Is. 6d.

NATIONAL EDUCATION, AND THE MEANS OF IM-
PROVING IT. By the Rev. T. V. SHORT. B.D., Rector of

*

Bloomsbury. Is.

ON THE EDUCATION AND TREATMENT OF CHIL-
DREN. Being Mrs. CHILD'S "MOTHER'S BOOK," revised, and

adapted to the use of English Parents and Teachers. 2s. 6d.

THE INFLUENCES OF DEMOCRACY on Liberty,
Property, and the Happiness of Society, considered ; by an AME-
RICAN, formerly Member of Congress : with an INTRODUC-
TION, by HENRY EWBANK, ESQ. 5s. 6d.

ARTISANS AND MACHINERY; the Moral and Physical
Condition of the MANUFACTURING POPULATION con-

sidered, with reference to MECHANICAL SUBSTITUTES for

HUMAN LABOUR. By P. GASKELL, Esq., SURGEON. 6s.

THE OLD and NEW POOR LAW; Who Gains? and
Who Loses ? 6d.



EASY LESSONS in MECHANICS : with Familiar Tllus-

trations, showing the practical Application of the various Me-
chanical Principles. 3*.

AN ELEMENTARY TREATISE ON THE DIFFE-
RENTIAL AND INTEGRAL CALCULUS. By the Rev. T.
G. HALL, M.A., Professor of Mathematics at King's College,
London, and late Fellow and Tutor of Magdalen College, Cam-
bridge. 12s. 6d.

THE PRINCIPLES OF HYDROSTATICS, with the In-

struments, and Dalton's Theory of Elastic Fluids and Evaporation,
&c. By THOMAS WEBSTER, M.A., of Trinity College,
Cambridge. 9*.

By the same Author,

THE THEORY of the EQUILIBRIUM and MOTION or

FLUIDS. 9s.

MECHANICS APPLIED TO THE ARTS. By the Rev.
HENRY MOSELEY, M.A., Professor of Natural Philosophy
and Astronomy, King's College, London. With numerous En-

gravings, 6s. 6d.

READINGS IN SCIENCE; being EXPLANATIONS of
some of the most interesting Appearances and Principles in NA-
TURAL PHILOSOPHY. Illustrated by familiar Examples.
With many Engravings, 5s.

POPULAR PHYSIOLOGY; being FAMILIAR EXPLANATIONS
of the most Interesting Facts connected with the STRUCTURE and
FUNCTIONS of ANIMALS, and particularly of MAN. By PERCEVAL
B. LORD, M.B., M.R.C.S. With numerous Illustrative Engrav-
ings, TS. 6d.

A FAMILIAR HISTORY OF BIRDS; their Nature,
Habits, and Instincts. By the Rev. E. STANLEY, M.A., Rector
of Alderley, Cheshire. Two Volumes, with Engravings, 7*.

BRITISH SONG BIRDS; being POPULAR DESCRIP-
TIONS and ANECDOTES of the BRITISH CHORISTERS
of the GROVES. By NEVILLE WOOD, ESQ. One Volume,
Foolscap Octavo, ?*

By the same Author,

THE ORNITHOLOGISTS TEXT BOOK; being RE-
VIEWS of ORNITHOLOGICAL WORKS, published from
A.D. 1678 to the present day ; with an APPENDIX, discussing
various Topics of Interest connected with Ornithology. 4s. 6d.
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THE MAGAZINE OF POPULAR SCIENCE, AND
JOURNAL OF THE USEFUL ARTS. Edited at the Gallery

of Practical Science, Adelaide-Street, London. Published Monthly.
2s. 6d.

JOURNAL of the ROYAL ASIATIC SOCIETY of

GREAT BRITAIN and IRELAND ; containing Original Pa-

pers, relative to the History, Manners and Customs, Laws, Reli-

gion, Natural History, Arts, Commerce, Manufactures, and Pro-

ductions of THE ORIENTAL WORLD, contributed by MEM-
BERS and CORRESPONDENTS of the SOCIETY at Home and Abroad.

Published Quarterly, 6s.

ISSUED BY THE LABOURER'S FRIEND SOCIETY, OF WHICH
THEIR MAJESTIES ARE PATRONS.

I.

COTTAGE HUSBANDRY; the UTILITY and NA-
TIONAL ADVANTAGE of ALLOTTING LAND for that

Purpose. Price 4s.

II.

USEFUL HINTS for LABOURERS, on various subjects.
Price Is. Qd.

SELECT BOOKS FOR YOUNG PERSONS.

CONVERSATIONS of a FATHER with his CHILDREN. Two
vols., with Engravings, os. 6d.

COUSIN KATE ; or, the Punishment of Pride ; a Tale. By Mrs.

CATHERINE GRACE GODWIN, Author of the "WANDERER'S LEOACY,"
' THK REPROVING ANGEL,'' &c. With a frontispiece and Vignettes. 2s.

SCENES and SKETCHES from ENGLISH HISTORY. With,
ENORAVINOS. 3s. 6d.

TALES AND STORIES from HISTORY. By AGNES STRICK-
LAND. Two Volumes, with many Engravings. 7s.

FABLES and MORAL MAXIMS, in PROSE and VERSE. Selected

by ANNE PARKER. With One Hundred Wood-Cuts. 3s. 61

FIVE HUNDRED CHARADES, from History, Geography, and

Biography. New Edition, Revised and Corrected. Is. 6rf.

SISTER MARY'S TALES in NATURAL HISTORY. 2s. Gd.

DOMESTICATED ANIMALS considered with reference to Civiliza-

tion and the Arts. By MARY ROBERTS. With Engravings, 3s. 6d. ; and by
the same Author,

WILD ANIMALS; their Nature, Habits, and Instincts; with Inci-

dental Notices of the Regions they inhabit. With Engravings. 3i. 6rf.



SELECT BOOKS FOR YOUNG PERSONS.

MINERALS and METALS; their Natural History, and Uses in the

Arts; with incidental Accounts of MINES and MININO. With Engravings, 2s. 6d.

CONVERSATIONS on GARDENING and NATURAL HIS-
TORY. By the Author of the Elements uf Botany. 2s. 6rf.

LE BOUQUET LITTERAIRE. Recueil de Beautes Religieuses
et Morales, de divers A uteurs. Par Feu L. T. VENTOUILLAC. Profcsseur

de Litterature Franchise au College Royal a Londres. 3s. 6<f.

THREE WEEKS IN PALESTINE AND LEBANON. With

many ENGRAVINGS. 3s.

ABBOTT'S READER; a Series of Familiar Pieces, in Prose and

Verse, calculated to produce a Moral Influence on the Hearts aud Lives of

Young Persons. By the Authors of the YOONO CHRISTIAN ; THE CORNER-STONE ;

THE TEACHER, &c. 3s.

FAITH AND PRACTICE; or, The Application of Christian Prin-

ciples to the Practical Duties of Life. Is.

EASY LESSONS on MONEY MATTERS ; with Cuts, Is.

THE BOOK of ANIMALS. THE BOOK of BIRDS. THE
BOOK OF FISHES. THE BOOK OF REPTILES.

Is. 6d. each; all with numerous Engravings.

PERSIAN FABLES, for Young and Old. By the Rev. H. G.
KEENE, M.A. Price Is., with Eighteen Engravings; also,

PERSIAN STORIES; illustrative of Eastern MANNERS and CUS-
TOMS. Price Is., with Engravings.

PRETTY LESSONS FOR GOOD CHILDREN; to which are

added, EASY LESSONS in LATIN. 2s.

A LITTLE READING BOOK for YOUNG CHILDREN. With

many Cuts. 4rf.

SONGS FOR CHILDREN. With ENGRAVINGS. 4rf.

FAMILIAR LECTURES to CHILDREN; in which the IMPORT-
ANT TRUTHS of the GOSPEL are engagingly set forth. Edited by the Rev.

J. HOBART GAUNTER, H.D. 2s.

INSECTS and their HABITATIONS. A Book for Children. 1*.

SCRIPTURE HYMNS in PROSE. With Cuts. 6d.

READING LESSONS from the BOOKS of PROVERBS and EC-
CLES1ASTES. 6d.

HYMNS for YOUNG PERSONS ; from various Authors. Is. 3rf.

DAILY READINGS from the PSALMS. With Wood Cuts. <W.
;

A COLLIERY TALE, or VILLAGE DISTRESS. 4rf.

VILLAGE ANNALS; or the Story of HETTY JONES. 9rf.



SELECT EDUCATIONAL WORKS.

ENGLISH.
ENGLISH GRAMMAR. By the Rev. Dr. RUSSELL, Rector of St.

Bololph's, Bishopsgate, and late Head Master of Charter-House School, is. ^a.

A PRACTICAL INTRODUCTION TO ENGLISH COMPOSI-
TION By the Rev. J. EDWARDS, M.A.. Second Master of King's College
School, London. 2s. 6rf.

THE CLASS READING-BOOK ; adapted for SCHOOLS, and par-
ticulaiiy designed to r ;rni- h Youth with practical Information on a variety of in-

teresting subjects. Compiled by GEORGE LUDLOW, Master of the Reading
aud Witting School at Christ's Hospital, Hertford. Price 3*. bound.

READINGS IN ENGLISH PROSE LITERATURE; containing
choice Specimens of the Works of the best English Writers; with ESSAYS oa the

PROGRESS of ENOI.ISH LITERATURE- 4s. 6d.

ARITHMETIC TAUGHT BY QUESTIONS. Is. 6d.

THE PRINCIPLES and PRACTICE of ARITHMETIC, com-
prising the NATURE and TTSE of LOGARITHMS, with the Computations
employed by Artificers, Gangers, and Land-Surveyors. By JOHN HIND
M.A., late Fellow and Tutor ot Sidney-Sussex College, Cambridge. Is.Cd.

A FIRST BOOK ON GEOMETRY; including PLANE and SOLID
GEOMETRY, and an Introduction to TRIGONOMETRY. Is. 6d.

READINGS IN POETRY ; being a Selection from the Works of
the best English Poets, from Spenser to the present times; with Specimens of
the American Poets; Literary Notices of the Writers; and brief explanatory
Notes. 4*. 6rf.

READINGS IN BIOGRAPHY ; being a Selection of the Lives of
the most Eminent Men of all Nations. 4s. 6d.

OUTLINES OF GEOGRAPHY. By GEORGE HOGARTH.
With Maps and Cuts. Tenpence.

OUTLINES OF THE HISTORY OF ENGLAND. By GEORGE
HOGAKTH. With Engravings of Costumes. Antiquities, &c., Is. 3rf.

OUTLINES OF ROMAN HISTORY. By GEORGE HOGARTH.
With Cuts of Costumes, &c. Tenpence.

OUTLINES OF GRECIAN HISTORY. By the Rev. BARTON
BOUCHIER, M.A. With MAPS and VIEWS. Is.

OUTLINES OF SACRED HISTORY; from the Creation of the

World to the Destruction of Jerusalem. With Engravings 3s. 6d.

A MANUAL of ANCIENT GEOGRAPHY; in which the Modern
Names of Places are altaelieii to the Am-ieut. :md the Words marked with their

prope. Q,iantiii.-s. Hy the Rev. WILLIAM HILDYARD, M.A. 2s. M.

OUTLINES OF ASTRONOMY. By the Rev. T. G. HALL,
M A., Professor of Mathematics, King's College, London. With numerous

Cuts. Tenpenci
1
.

THE ELEMENTS OF BOTANY. With many Engravings. 1*.

MANUAL of INSTRUCTION in VOCAL MUSIC, chiefly with a

view to Psalmo'l- By JOHN TUK NKR, Esq. 4s.

INSTRUCTIONS for TEACHING ARITHMETIC to LITTLE
ClliLi iUi.N. P:ice. Sixpence.



SELECT EDUCATIONAL WORKS.

LATIN.
AN ELEMENTARY GRAMMAR of the LATIN LANGUAGE,

with Practical Exercises. By F. SCHULTE. D.C.L. 2s. tod.

LATIN EXERCISES for the JUNIOR CLASSES OF KING'S
COLLEGE SCHOOL, loNDON. is. 6d.

PROGRESSIVE EXERCISES in LATIN LYRICS. By the Rev.
J. EDWARDS, M. A.; Second Master of King's College School, i,ou<iou, and
one of the Classical Examiners to Christ's Hospital. 3s. And, by same Editor,

1. THE CATILINE OF SALLUST; with ANTHON'S ENGLISH
NOTES lis 6d.

2. THE JUGURTHA of SALLUST; with ANTHON'S ENG-
LISH NOTES, J!s. 6d.

3. SELECT EPISTLES of CICERO and PLINY; with ENG-
LISH NOTES. In the Press

RULES AND EXERCISES in the USE of the LATIN SUB-
JUNCTIVE MODE. y the Rev. JAMES CROCKER, M.A. 4s.

The KEY, for Teachers only. 2s. 6rf.

FRENCH.

VENTOUILLAC'S RUDIMENTS of the FRENCH LANGUAGE ;

or FIRST FRENCH HEADING-BOOK. New Edition, Revised and Corrected

by F. J- WATTEZ. Fr-ncli Master in King's College, London. 3s. 6rf.

LIVRE DE CLASSE ; with ENGLISH NOTES. By the late L. T.
VENTOU1LLAC, Profes.-or of French Literature in Kind's College, London. 5i.

FRENCH POETRY; with ENGLISH NOTES. By the late
Piofessor L. T. VENTOU1LLAC. as.

PRACTICAL EXERCISES ON FRENCH PHRASEOLOGY;
with a LEXICON of IDIOMATIC VKKBS. By PROFESSOR BRASSEUR. King's
College, London; and of the Charter House. 3s. 6rf.

THE FRENCH SCHOOL CLASSICS. Edited and abridged byM ARIN DE LA VOYE, French Master in the East India College at Addiscombe.

Of this Series there are now published:

1. TELEMAQUE. 2s. Gd.

2. VOYAGES DE CYRUS. 2s.

3. BELISAIRK. Is. 6d.

4. PIERRE LE GRAND. 2.
5. CHARLES XII. 2s.

6. GIL BLAS. In the Press.

GERMAN.

BERNAYS' (Prof., of King's Coll.,Lond.) GERMAN GRAMMAR.
Second Edition. 5s.

BERNAYS' GERMAN EXERCISES, adapted to the German
Grammar; with Notes; and Specimens ot Gi rman Handwriting. 6s.

BERNAYS' GERMAN EXAMPLES, illustrating the Author's Ger-
man Grammar, and forming a KEY to the German Exercises. 3s.

BERNAYS' GERMAN READER, a Selection from the most Popular
Writers, with Translations and Notes, for the use of lieginne.i-N. 5s.

BERNAYS' GERMAN HISTORICAL ANTHOLOGY. 7s.

BERNAYS' GERMAN POETICAL ANTHOLOGY; Selections
from the German Poets; with a History of German Poetry, and Notes. Ss. 6d.



In Numbers at FOURPENCE each, or in Volumes at Two SHILLINGS,

THE INSTRUCTOR;
A SERIES OP

ELEMENTARY BOOKS, ESPECIALLY ADAPTED FOR
EDUCATION IN SCHOOLS AND FAMILIES.

Volumes I. to VI. contain as follows:

1. TALES and CONVERSATIONS.

2. The"HousE. Materials used in Building. Furniture. Food. Clothing.
3. The UNIVERSE. The Three Kingdoms of Nature. The Human

Form. Lessons on Health.

4. The CALENDAR. The Seasons. Appearances of Nature.

5. DESCRIPTIVE GEOGRAPHY.

fl. OUTLINES of ANCIENT HISTORY.

Vols. I. and II. (to be completed in Three Vols.), at 6s. 6d. each,

THE

FAMILY HISTORY OF ENGLAND,
BY THE

REV. GEORGE R. GLEIG, M.A.,
WITH A SERIES OP

PICTORIAL ILLUSTRATIONS OF THE COSTUMES,
ARCHITECTURE, SHIPPING, &c.,

OF THE SUCCESSIVE PERIODS OF BRITISH HISTORY.

THE Work is designed to occupy, in the literature of this country, a space

which has, perhaps, too long been left vacant. There is no deficiency of

elaborate histories of England, or of abridgments well adapted to the use of

schools, and readers of tender years. But no work, I believe, has been

yet published, for those who are too far advanced in life to be satisfied with

a mere school-book, and yet have not leisure for studying the more volumi-

nous writers.

The ILLUSTRATIONS have been compiled from a variety of sources by
FREDERICK PAYNE PARKER, and engraved under his direction. To STRUTT'S

j

Works on Costumes and Antiquities, CHARLES H. SMITH on the Ancient ,

Costumes of Great Britain, Dr. MEYRICK on Ancient Armour, and Fog- '

BROOKE'S Encyclopedia of Antiquities, he is greatly indebted. FROISSART'S

Chronicles, the HARLEIAN Manuscripts, the etchings of HOLLAR, RUBENS,
and VANDYKE, all in the British Museum, and the Prints after Sir GOD-

FREY KNELLER, Sir JOSHUA REYNOLDS, and BENJAMIN WEST, have also

been consulted for correct materials; and, in a few instances, some of the

most highly-esteemed historical prints have been wholly copied.

LONDON : JOHN W. PARKER, PUBLISHER, WEST STRAND.
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